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Introduction

Mazes of misrepresentation, quiet tensions, and displaced objects are terms closely
associated with the Metaphysical paintings of Giorgio de Chirico (1888-1978), but much less so
the Egg Beater and Paris paintings of Stuart Davis (1892-1964). Within the scholarship produced
on Davis, the influence of European avant-garde artists of the period has been investigated and
identified as critical to his growth and establishment of an idiosyncratic mature style. Missing in
these explorations is the exposure and impact of de Chirico’s Metaphysical paintings on works
produced by Davis between late 1927 through 1929. Upon further study, the influence of de
Chirico’s Metaphysical paintings on Davis becomes evident when comparing stylistic techniques
applied by Davis to those pioneered by de Chirico. Less interested in the philosophical
underpinnings of Metaphysical art, or “Pittura Metafisica,” Davis did absorb certain stylistic
techniques particular to his Metaphysical paintings, which can be identified as early as Davis’s
Egg Beater series and throughout his paintings created while in Paris. An examination of these
paintings produced by Davis in the 1920s and the stylistic motifs employed by de Chirico reveals
the affinities between the two artists’ distinct styles. Davis’s exposure to Metaphysical art
directly before creating his Egg Beater series and within a short period of time before embarking
on his Paris paintings, begs the question as to the implications of Davis’s exposure to de Chirico
on his 1927 to 1929 paintings.
Seeking to shed new light on this subject, this paper will explore and contextualize the art
scene in New York at the beginning of the twentieth century throughout the 1920s in order to lay
a foundation for Davis’s exposure to European modernism. Davis’s journal from 1920 to 1922
1

will be used to establish his objective in painting during this period. This thesis will further
investigate potential exhibitions and exposure Davis had to the Metaphysical paintings of de
Chirico while living in New York. Through an in-depth analysis of Davis’s Egg Beater paintings
alongside de Chirico’s The Song of Love (fig. 1) and other Metaphysical works, relationships
between the two styles become evident. Painted directly after the Egg Beater series and while in
Paris for a brief sojourn, the Paris paintings compared alongside works by de Chirico will further
enhance this relationship.
The Egg Beater paintings have been written about profusely and are often “recognized as
pivotal within Davis’s evolution.” 1 In writing about the series in Stuart Davis, American Painter,
0F

Wilkin recognizes that, by nailing objects to a table as inspiration,
it was a gesture that evoked the surrealist situation of a sewing machine encountering an
umbrella on a dissecting table, and the paintings that resulted are comparable to the nonrelational still life in Giorgio de Chirico’s composition Song of Love, in which a rubber
glove is cast in a paradoxical juxtaposition with a red ball and a plaster cast of
Michelangelo’s David. 2
1F

Although this nod to de Chirico is acknowledged as early as 1991 at the time of the
corresponding Metropolitan Museum of Art exhibition catalogue publication, further exploration
of the relationship has not been explored in-depth prior to this thesis.
Limited scholarship exists about Davis’s Paris pictures; these are often referred to as a
short refuge from his asserted conviction to create a picture as “an independent object with a
reality of its own.” 3 But further analysis of the Paris paintings, in particular Place des Vosges,
2F

Ani Boyajian and Mark Rutkoski, Stuart Davis: Catalogue Raisonné, Vol. I (New Haven: Yale University, 2007),
67.
2
Lowery Stokes Sims, Stuart Davis: American Painter (New York: Metropolitan Museum of Art: Distributed by
H.N. Abrams, 1991), 188. The text incorrectly states that the ball in de Chirico’s painting is red when it is in fact
green and the sculpture is no Michelangelo’s David, it is instead the Greek God Apollo as identified by Dr. Emily
Braun in her Giorgio de Chirico: Song of Love book.
3
Diane Kelder, “Stuart Davis: Pragmatist of American Modernism,” Art Journal 39, no. 1 (Autumn, 1979): 1.
1
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No. 1 (fig. 2), Place des Vosges, No. 2 (fig.3), and Arch Hotel (fig.4), reveal a continuous search
to create “abstractions rooted in reality” 4 - an impulse that was complemented by the subtle
3F

abstractions created throughout de Chirico’s Metaphysical paintings. An analysis of Davis’s
Paris paintings alongside the Metaphysical works of de Chirico reveals the compositional
abstractions of both artists. Hidden underneath the surface of recognizable street scenes lie
complex abstractions created by Davis through planes and by de Chirico through odd
juxtapositions.
Davis’s journal from 1920 to 1922 and his exposure to and open dialogue with European
Modernist artists including Picasso and Braque, further enhances Davis’s commitment to look
beyond Cubism to create a style of his own. While Davis could have been introduced to the work
of de Chirico in 1921 through an exhibition in New York City and a publication in The Dial in
the same year, he did not make direct reference to Metaphysical art. It is through Davis’ writings
that we can begin to understand what he sought in his own art during this period. Together,
through the journals, historical context, and in-depth analysis of Davis’s paintings alongside de
Chirico’s Metaphysical works, a new perspective is revealed on a period of Davis’s career that is
often overlooked and stripped of its due acknowledgment as a pivotal time in Davis’s “amazing
continuity.” 5
4F

Stuart Davis, Journal of 1920–22, MA 5062, artist’s entries of May 1921; The Pierpont Morgan Library
and Museum, New York; unpaginated
5
Ani Boyajian and Mark Rutkoski, Stuart Davis: Catalogue Raisonné, vol. I (New Haven: Yale University, 2007),
115.
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Chapter 1: Historical Context and Changing Tides of Art in New York during the 1920s

In the fall of 1909 at the age of sixteen, Stuart Davis enrolled in the Henri School of Art.
The school was led by Robert Henri (1865-1929), the leading Ashcan artist, and a friend of the
Davis family. In joining Henri’s school, Davis became entrenched in a world which would later
define some of the most popular American artists of the twentieth century, himself included.
Davis worked alongside Edward Hopper (1882-1967), Patrick Henry Bruce (1880-1936), and
Morgan Russell (1886-1953), and was taught by Henri to be both inquisitive and experimental
with painting. 6 The foundation for Henri’s school was built upon the desire to promote
5F

independent artists and expand the artistic style of the time beyond the restrictions of the
prevailing academic tastes. Davis’s introduction to the art world was therefore built on the
principle of creativity and the necessity to drive one’s own theory and style in art, as taught and
exemplified by his first and most influential teacher, Robert Henri. Davis’s career spans the most
tumultuous period in American history, including two great wars, a devastating depression, and
the establishment of the United States as a world superpower. In the fifty-five years that
encompass his artistic career, Davis created with an enduring spirit that saw him grappling with
avant-garde styles of the many periods he lived through while simultaneously and continuously
creating and burgeoning with an unmatched fervor.
While Davis enrolled in his first art school at the age of sixteen, his studies began much
earlier. He was born into the world of art through his father’s career as art editor of the

Ani Boyajian and Mark Rutkoski, Stuart Davis: Catalogue Raisonné vol. I (New Haven: Yale University, 2007),
p. 41.
6

4

Philadelphia Press. 7 Davis’s mother and father both studied under Thomas Anschutz (18516F

1912) at the Pennsylvania Academy of Fine Arts, providing Davis with a background ripe for
studying art himself. 8 Surrounded by young artists employed by his father such as John Sloan
7F

(1871-1951), William Glackens (1870-1938), Everett Shinn (1876-1953), and George Luks
(1867-1933), Davis was encouraged by his family to pursue a career in art. 9 Davis dropped out
8F

of his last year of high school to enroll in Henri’s school at a time of great upheaval in the New
York art world. 10 Led by Henri’s Eight, there was a move at this time to bring art and artists in
9F

touch with everyday life. As Davis notes, Henri’s school “was regarded as radical and
revolutionary in its methods, and it was.” 11 Learning at Henri’s school was in sharp contrast with
10 F

the established New York Academy of Art and defied the prevailing view that American art was
submissive to European aesthetics. For Henri, “Art was not a matter of rules and techniques, or
the search for an absolute ideal of beauty. It was the expression of ideas and emotions about the
life of the time.” 12 Davis would employ this proclamation as a guiding force throughout the
11 F

entirety of his career.
In February 1908, the Macbeth Gallery organized an exhibition of Henri’s fellow realist
painters, known as “The Eight.” This impressively successful exhibition launched Robert Henri,
Sloan, Glackens, Arthur B. Davies (1862-1928), Ernest Lawson (1873-1939), George Luks
(1867-1933), Maurice B. Prendergast (1858-1924), and Everett Shinn (1876-1953) as the new

Eugene C. Goossen, Stuart Davis (New York: G. Braziller, 1959), 12.
James Johnson Sweeney, Stuart Davis (New York: Museum of Modern Art, 1945), 5.
9
Eugene C. Goossen, Stuart Davis (New York: G. Braziller, 1959), 12.
10
Ani Boyajian and Mark Rutkoski, Stuart Davis: Catalogue Raisonné, Vol. I (New Haven: Yale University, 2007),
p. 41.
11
Eugene C. Goossen, Stuart Davis (New York: G. Braziller, 1959), 12.
12
Ibid., 13.
7
8
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wave of American artists challenging the academic preferences of “art for art’s sake.” 13 In the
12 F

same year these artists were being hailed as the vanguard for American art, the New York art
scene began looking outward and started to experience and absorb the art of the European avantgarde. In January 1908, a month prior to The Eight’s exhibit at Macbeth Gallery, Alfred Stieglitz
(1864-1946) opened his first exhibition of modern art at his now renowned Gallery 291 with
Auguste Rodin’s (1840-1917) drawings and watercolors. 14 Later in the same year, Stieglitz
13F

would organize the first ever exhibition of works by Henri Matisse (1869-1954) in the United
States. 15 Between the years of 1905 and 1917, Gallery 291 would continue to bring European
14F

modern art to the American public. The repercussions of this exposure are palpable in the art
created during this period and would ultimately shape America’s own definition of modern art.
In January 1909, just months before Davis and his fellow students would be “running
around and drawing things in the raw” 16 under the tutelage of Henri, Max Weber landed in New
1 5F

York Harbor bringing with him the European avant-garde. In the form of a tiny collection of
paintings that Weber had amassed during his three-year period studying art in Paris, the avantgarde had arrived in New York.

17
16 F

Among these works was “a tile painted by Matisse, seven

paintings and drawings by the Douanier Rousseau, and a small oil by Picasso, along with a dozen
black and white reproductions of paintings by Cezanne.” 18 The Paul Cezanne (1839-1906)
1 7F

reproductions would be included in a group show at Stieglitz’s 291 in 1910, marking the first

Milwaukee Museum of Art, “The Eight and American Modernism,” accessed October 01, 2020,
https://mam.org/american/the_eight.php.
14
William C. Agee, Modern Art in American 1908-1968 (New York: Phaidon Press, Incorporated, 2007),
23.
15
Ibid., 23.
16
Eugene C. Goossen, Stuart Davis (New York: G. Braziller, 1959), 13.
17
Michael Fitzgerald, Picasso and American Art (New Haven: Yale University Press), 15.
18
Ibid., 15.
13
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exhibition of Cezanne’s work in the United States. 19 The 291 Gallery “became the first venue in
18F

American to display works by Auguste Rodin and Henri Matisse (1908), Paul Cezanne (1910),
and Pablo Picasso (in 1911).” 20 While European avant-garde paintings were becoming
19 F

accessible to the public in the years 1908-1911, it was not until 1913, with the International
Exhibition of Modern Art, now referred to as the “Armory Show,” that the American public was
exposed to the breadth of avant-garde European styles. In 1912, Walt Kuhn (1877-1949), an
American artist and organizer of the Armory show declared, “We will show New York
something they never dreamed of,” 21 and so they did.
2 0F

Organized by the Association of American Painters and Sculptors and exhibited in three
cities: New York, Chicago, and Boston; the exhibition included 1,400 objects of both American
and European art. 22 Between February and March of 1913, the exhibition attracted 87,000
21 F

visitors in New York before making its way to Chicago. 23 Davis exhibited five watercolors in
22 F

the American section, where he was exposed to the “revolutionary painting going on in Europe at
the time.”

24
23F

This exhibition would be the first time when Davis saw examples of Cubism by

Picasso and Georges Braque (1882-1963), the Fauve work of Matisse, “as well as the older
painting of the late nineteenth century by (Paul) Gauguin and (Vincent) van Gogh.” 25 Exposure
24 F

to such avant-garde works would empower and encourage younger generations of artists, such as

Ibid., p. 16
Metropolitan Museum of Art, “Alfred Stieglitz (1864-1946) and His Circle,” accessed October 29, 2020,
https://www.metmuseum.org/toah/hd/stgl/hd_stgl.htm
21
New York Historical Society, “The Armory Show at 100,” accessed October 29, 2020,
http://armory.nyhistory.org/about/
22
Ibid., unpaginated
23
James Panero, “The Armory Show at 100,” New Criterion, December 2012,
https://newcriterion.com/issues/2012/12/ringside-with-bellows
24
Eugene C. Goossen, Stuart Davis (New York: G. Braziller, 1959), 15.
25
Ibid., 15.
19
20

7

Davis, to experiment and create a pictorial language of their own devoid of academic
preferences.
This profound exposure to the modernist movement abroad would come to an abrupt halt
with the start of the Great War in the following year. With the devastation of World War I would
come a re-evaluation of the strides taken in art at the turn of the decade. During this period,
“abstract art no longer held quite the allure it once had. In the face of world crisis, it seemed selfcentered and even frivolous.” 26 With the end of the War in 1918, Jean Cocteau (1889-1963)
25F

declared a “call to order” for new art, “the most famous declaration of its kind that summarized
the move away from pre-war abstraction.” 27 Mostly unaffected by the beginning of the first
26 F

World War, by 1916, New York “had become a vital part of the hybrid internationalism of
modern art.” 28 American artists were still grappling with the exposure to European Modernism
27F

from the 1913 Armory Show and with this revelation new domestic developments in art were
coming alive. Simultaneously, European art was continuing to wash ashore. Dada surfaced in
New York at the Armory Show but continued to be disseminated through Stieglitz’s 291
magazine and the Arensberg Salon. As scholar William C. Agee points out, from 1918 and into
the 1920s, American art was innovative “but was often dispersed both formally and
geographically, leading to the mistaken idea that modernism had lost its momentum.” 29 In sharp
28F

contrast to the development of new artistic forms of art in America during the 1920s, such as Art
Deco, Dada, Surrealism, the Harlem Renaissance, and the emergence of the American jazz
scene, this period is overlooked. This period is considered “a kind of dark age in American

William C. Agee, Modern Art in American 1908-1968 (New York: Phaidon Press, Incorporated, 2007), 92.
Ibid., 92.
28
Ibid., 92.
29
Ibid., 116.
26
27
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modernist art, a hiatus of sorts between the initial forays into abstraction prior to 1914 and the
shift to the United States as the center of world art after 1945.”

30
29 F

With the development of new art styles came the necessity for new museums and
galleries to house and contextualize them. No other museum in the 1920s did more to expand the
horizons of American artists to the styles of the European modernists than Katherine Dreier’s
Société Anonyme. Founded alongside Marcel Duchamp (1887-1968) and Man Ray (1890-1976)
in 1920, and considered “an experimental museum for avant-garde art,” 31 the museum made
3 0F

prolific efforts to provide the American public with a forum for contemporary art movements
abroad. Over the course of its history, the museum would organize “more than eighty exhibitions
of contemporary art, introducing more than seventy artists to American audiences, at least
eighty-five public programs, and approximately thirty publications – a tour de force campaign to
bring modernism to America and nurture an international artistic exchange.” 32 For Dreier, the
31F

museum was “meant to be more of a laboratory for artists” 33 and offer exposure to both domestic
32 F

and international styles. One of Dreier’s most daunting tasks was her quest to expand America’s
artistic maturity. Not only by access to international movements, but also for Americans to view
American art with the same stature as European art. To this end, Dreier declared, “Those familiar
with the art conditions in this country, realize the extreme need which exists for such a project to
prevent us from continuing too limited in our aesthetic sympathies…” 34
33 F

Ibid., 119.
Jennifer R. Gross, The Société Anonyme: Modernism for America (New Haven: Yale University Press: Yale
University Art Gallery, 2006), 1.
32
Ibid., 2.
33
Ibid., 2.
34
Ibid., 6.
30
31
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The embodiment of these efforts came in the form of the International Exhibition of
Modern Art held at the Brooklyn Museum from November 19, 1926 to January 1, 1927. 35 The
34 F

exhibition gathered more than 300 contemporary works by 106 artists from twenty-three
countries. 36 Much like the Armory Show of 1913, this exhibition was broad in its selection of
35 F

artists ranging from Russian “Constructivists such as El Lissitzky through the prismatic,
spiritually-infused figurative works of German Expressionists Franz Marc and Heinrich
Campendonk to the Cubism of Georges Braque and Pablo Picasso.” 37 This exhibition, much like
36F

the Armory Show, revealed the artistic movements of the twentieth-century to the American
public through numerous works of art with a global scope.

HISTORIOGRAPHY
As a prolific and preeminent artist with a career that spanned fifty-five years, Davis has
received a plethora of exhibitions, exhibition catalogues, books, and articles. At the age of
twenty-two, Davis had his first solo exhibition of a selection of drawings at The Greenwich
Village Inn in New York. Following this initial exhibition, a consistent and constant range of
exhibitions would span the following decades and continue to contemporary times. The most
recent retrospective, titled In Full Swing, was organized and held at the Whitney Museum of
American Art in 2016. During his lifetime Davis held over two dozen solo exhibitions and was
included in numerous group exhibitions. 38 Unlike other artists whose art came in and out of
37F

fashion with the times, Davis’s exhibition history is as prolific as his creation. Throughout the

Ibid., 75.
Ibid., 75.
37
Ibid., 75.
38
Ani Boyajian and Mark Rutkoski, Stuart Davis: Catalogue Raisonné Vol. I (New Haven: Yale University, 2007),
p. 184.
35
36
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1920s, solo exhibitions took place almost on a yearly basis at highly regarded institutions such as
Whitney Studio Club, Valentine (Dudensing) Gallery, and The Downtown Gallery. With each
decade and each new and different stylistic foray came a cluster of exhibitions and
accompanying catalogues that focused on Davis’s style of the time. Among these, a handful of
titles standout for their holistic view of Davis’s career between 1945 and 2016.
Curator and art critic James Johnson Sweeney organized and oversaw the monographic
Stuart Davis exhibition held at the Museum of Modern Art in 1945. A champion of Davis’s art,
Sweeney had a unique understanding and respect for his career and by 1945 his more mature and
idiosyncratic style. Opening the exhibition catalogue for the MoMA show, Sweeney states,
“Humor, a responsiveness to environment, and a clear-thinking realistic outlook, in addition to
his native feeling for color and compositional relationships, are the qualities which Davis has
most consistently cultivated. These are the qualities which form the backbone of his work, which
give it is warmth, its bluntness, its infectious vitality.” 39 The exhibition included a large array of
38F

paintings spanning the entirety of his career up until 1945, the year of the exhibit. The catalogue
is the first holistic view on Davis’s body of work and includes a thorough examination of his
career, as well as a bibliography, list of prints, murals, and writings by Davis. Sweeney had a
strong connection to the art of Davis, as far as selecting his 1955 painting Cliché (fig. 5) for a
Vogue article in 1956. The magazine asked twelve museum directors to identify “whom [you
would] like to do your portrait, someone represented by a portrait in your museum.” 40 Sweeney
39F

James Johnson Sweeney, Stuart Davis (New York: Museum of Modern Art, 1945), 5.
Marcia Brennan. Curating Consciousness: Mysticism and the Modern Museum. (Cambridge, Massachusetts: MIT
Press, 2010), 10.
39
40
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chose Davis while a majority of the other curators “selected venerable Old Master prototypes” 41
4 0F

proving a close affinity towards the artist.
In 1959, almost fifteen years after Sweeney’s exhibition catalogue, Brazilier published a
biography on Davis as part of The Great American Art Series. Written by Eugene C. Goossen,
the biography was a short but encompassing biographical text about Davis’s career alongside
over eighty reproductions of some of Davis’s most monumental works from each period of his
career. While brief, the text does cover Davis’s career from his Ashcan forays to “1945 on.”
Goossen’s book covers Davis’s career until 1959 and categorizes those paintings created after
1945 into their own contemporary section. A category that, to Goossen, is the pinnacle of what
Davis has strived for his entire career. Goossen states,
His [Davis’s] ‘color shapes’ are his own conventional objects, personally arrived at by a
process of reduction from the nature he began with. Though many painters since the
Constructivists have used abstract geometrical forms, none have developed a vocabulary
capable of stating all the basic elements so completely and succinctly, each one capable
of carrying its own ambiguity. 42
41F

While Davis would not pass away for another five years, Goossen’s book reads as a retrospective
on an artist who accomplished an idiosyncratic style and impressive career as a foremost
twentieth-century American artist. Goossen ends the relatively brief text of the catalogue with a
declaration of Davis as a “heroic” artist, “His constancy in the search, and his equanimity in the
face of all the distractions that fast moving changes of style in the art world can generate is not
only amazing but heroic.” 43
42F
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In June of 1964, Davis died suddenly of a heart-attack. Although in and out of the
hospital during the years prior to his death, his passing came as a surprise to many. His New York
Times obituary sang his praises and emphasized his American roots and contributions to the field
of art in America.
He was never out of date. Whatever happened in the world of art already seemed to have
a precedent in his painting. His hard, dissonant color, his rigorous intellectual integrity,
his use of words and letters in some abrupt aphasic alphabet of his own, all found
confirmation in subsequent developments – as if the present had undertaken to prove his
past. 44
43F

Almost a year after his death, The National collection of Fine Arts, Smithsonian Institution,
organized a memorial exhibition of Davis’s works. The exhibit was reviewed widely and
included paintings from all decades of Davis’s career. The show included his very last painting
Fin (Last Painting) (fig.6), which was left on his easel at the time of his death.
Following his death, a number of solo exhibitions as well as group shows continued to be
organized, but the next comprehensive publication on Davis’s career is Karen Wilkin’s 1987
book Stuart Davis. Similar to Sweeney and Goossen, Wilkin outlines the artist’s career, but with
the heightened perspective of an entire career displayed in all of its breadth beginning in 1910
until his death in 1964. Already hailed during his lifetime by Goossen as “not only amazing but
heroic,” 45 the retrospective writings on Davis’s career illuminate his vivacious spirit and
4 4F

dedication to his own style of painting, as well as the importance of his contributions to
American art. Already in 1945 and 1959 Sweeney and Goossen were recognizing the staying
power of Davis’s art given his long career, but Wilkin’s book further contextualizes Davis as an
artist with the power of hindsight. Wilkin focuses on Davis being the “odd man out” and while
Brian O’Doherty, “Major American Artist: Davis’s Work Was Never Out of Date – He Anticipated Movements in
Art – Obituary”, The New York Times, accessed October 01, 2020 Last modified June 26, 1964
45
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relevant his entire career, she offers his paintings in contrast and against the prevailing styles of
each period. Wilkin acknowledges Davis’s uniqueness against these styles. As with future
publications, emphasis relies heavily on Davis’s last two decades of paintings. Particularly, his
late 1950s and early 1960s “jazzy syncopations” with Municipal (fig. 7) emblazoned on the front
cover of Wilkin’s book.
Later publications on Davis would further frame his career leading up to his 1950s and
later paintings as a study in Davis’s objective to seek an absolute order and a language of his
own, all of which critics agree Davis certainly did accomplish. In 1991 The Metropolitan of Art
organized an exhibition which included 175 works by Davis and a catalogue with contributed
articles by the leading experts on Davis, including William C. Agee, Lewis Kachur, Diane
Kelder, and Karen Wilkin. The exhibition and accompanying catalogue essays categorized
Davis’s body of work by decade: his Ashcan years; “Becoming a Modern Artist” in the 1920s;
his social engagement in the 1930s; the developments of the 1940s; and the “Amazing
Continuity” of the 1960s. The catalogue offers the deepest analysis of Davis’s career to date. In
particular, Agee’s article about the last four years of the artist’s output is the first analysis of the
paintings from 1960 to 1964. As Agee calls out, “The late paintings of Stuart Davis, dating from
1960 to his death in 1964, have received relatively little attention – less perhaps than his work
from any other period. This has been to Davis’s detriment, for without considering the output of
these years, we would overlook important aspects of his art and of his life.” 46
45 F

Five years after the Metropolitan’s exhibition, Patricia Hills authored a book which
analyzed Davis’s European influences and sources. Hills also explores the impact of African
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American jazz on Davis’s paintings. Hill’s fresh perspective offered a new lens with which to
understand and experience Davis’s language as it was formulated by jazz. Hills also offers a new
understanding of Davis’s social activism during the 1930s. Literature on the topic focuses more
so on Davis’s paintings of the period, but Hills investigates political activities the artist immersed
himself in during the Depression era.
The most critical and encompassing body of work written on Davis is the 2007 catalogue
raisonné edited by Ani Boyajian and Mark Rutkoski with essays by William C. Agee and Karen
Wilkin, the leading experts on Stuart Davis. Reproducing over 1,749 works and weighing
twenty-seven pounds, the three-volume catalogue includes a preface by the artist’s son, Earl
Davis. In the preface, Earl Davis sets forth a number of goals the catalogue seeks to accomplish,
including shedding light on his “Ashcan” period 47; a “comprehensive appreciation of the full
46 F

range of my father’s ‘related works’ or, as we referred to them informally, “family groups,” 48;
47 F

and a “solid foundation for further in-depth study.” 49 From the outset, with an overview co48F

written by Agee and Wilkin, Davis is proclaimed as “one of the most original and accomplished
of this country’s modernists – indeed, one of the most original and accomplished of this
country’s painters of any persuasion.” 50 It is in this context that Wilkin and Agee discuss Davis’s
49 F

trajectory as outlined by pivotal moments in the artist’s career: the 1913 Armory show, his
exposure to European modernism, his “self-imposed apprenticeship” of the avant-garde artists,
and his long career reinventing and expanding his unique vernacular. For Agee and Wilkin,
“Davis’s art was a singular and major force in establishing America as the center of world art.” 51
50F
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Importantly, they argue that the “emergence of America as the locus of the best art that
consistently expanded the language of painting is routinely placed in the years after 1945,
primarily effected by a younger generation of Abstract Expressionists.” 52 Yet, Agee and Wilkin
51 F

argue that this date should be corrected to begin with the completion of Davis’s 1938 Swing
Landscape (fig. 8) “a mural that aspired to the level of – and was matched only by – the power of
Picasso’s Guernica (fig. 9) of 1937.” 53 Such claims are justified by the extensive research and
52 F

articles provided in the catalogue raisonné that help to contextualize the importance of Davis in
not only the course of the history of American art, but in defining American history himself.
Almost a decade after the publication of Davis’s catalogue raisonné in 2016, the Whitney
Museum of Art organized a “restless, zestful exhibition that’s both broad enough to be a survey
and sufficiently focused to qualify as a thematic study” 54 as The New York Times art critic,
53F

Holland Cotter, raved. In Full Swing focused on “Davis’s mature career and on his working
method of using preexisting motifs as springboards for new compositions.” 55 Alongside later
54F

paintings hung earlier influential “family groups” to expose Davis’s “appropriation” as a
“distinct aspect of his mature art.” 56 The exhibition hung Landscape with Saw (fig.10), 1922,
55F

between Rapt at Rappaport (fig.11), 1951-52, and Semé (fig. 12) from 1953. The juxtaposition
exposes the earlier picture’s compositional equivalence to the later paintings, of which Davis
“used the traditional method of squaring for transfer: he drew a pencil grid (still visible) on the
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original painting as a guide.” 57 The exhibition also compiled a large collection of Davis’s later
56 F

paintings to “highlight Davis’s unique ability to transform the chaos of everyday life into a
structured yet spontaneous order that communicates the wonder and joy that can be derived from
the color and spatial relationships of everyday things. 58 Building upon the work researched in
57F

the 2007 catalogue raisonné, the Whitney’s exhibition shed further light on these relationships.
Following Agee’s queue, this exhibition dives into the cacophonous yet measured later works of
the artist.
Over the past century, as Davis’s work continues to be studied, certain elements remain
of interest to authors: the influence of European modernism and Davis’s “assault on Cubism”;
Davis’s place as “one of the greatest painters of the twentieth century and the best American
artist of his generation;” 59 and the “remarkable clarity and consistency of his vision of ‘what a
5 8F

modern picture should be.” 60 Davis’s history, unlike a majority of American artists, has had
59F

“sustained critical recognition, and even acclaim, accorded by artists and writers alike.” 61 The
60 F

2007 catalogue raisonné remains and will for some time be the most thorough contribution to
the wider study of Davis’s work. Davis’s representation and history has been written not only by
the numerous exhibitions dedicated to his work, but also by his writings, journals, and
interviews. The voice Davis defined for himself has been carried over the last almost 50 years
since his death. The catalogue raisonné provided new insights into the “family groups” which
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were broadened by the research of the 2016 In Full Swing exhibition, but for the most part
Davis’s art speaks for itself. Exploration will continue on his idiosyncratic style and the
historical implications of his prolific output at a time where Davis himself defined the art path
for the country through his “amazing continuity.” Missing from the immense scholarship written
on Davis is a thorough study of his Egg Beater and Paris paintings and their importance in
developing Davis’s mature style in allowing him to seek a clarity beyond European artistic
influences. Underneath the veneer of “pretty pictures” lies a rich examination and study of
contemporary European artists, such as Giorgio de Chirico, and the continued development of a
structural approach to his creative process that continued for the rest of his career and life.
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Chapter 2: Stuart Davis’s Journal from 1920-22 and Clarity Beyond Cubism

To understand the accomplishment and breakthrough that the Egg Beater series signifies
for Davis’s development and creation of his mature style, we must look to his journal, as well as
his paintings created in the early 1920s. Davis’s journal dating from the years 1920 to 1922 is an
analytical investigation into the creation of historical and contemporary art, both in practice and
in theory. Davis dissects not only the history of artists that came before him and what they
endowed modern art with through their practices, but also the creative process itself. Through an
examination of line, space, and color in the context of early twentieth century artists, such as
Picasso and Braque, Davis studies these qualities as their own fundamental units within the study
and creation of painting. The art created by Davis while writing his journal and those following
“reveal a systematic dissection of Cubism and subsequent invention of a highly independent,
original visual language that upholds the basic principles of Cubism.” 62 Given that Cubism is
61F

still considered the most influential art movement of the twentieth century in the years so closely
following Braque and Picasso’s stylistic achievements, artists found themselves grappling with
the implications. Not only was Davis preoccupied with the formal aspects of Cubism, but also
with what lies beyond this assault on the very definition of traditional painting. Davis posed to
himself the question, “Where does art go from here?” 63
62 F
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The year 1921 marks Davis’s “full-scale campaign to engage Cubism.” 64 As evidenced
63 F

through his journal entries, Davis tackled the European masters of Cubism and focused primarily
on Picasso. Davis thoroughly documented his ideas grappling with subject, structure, and
ultimately creating his own theory on painting. Though Davis knew “that theories themselves
could not produce real work,” 65 an analysis of those concepts are manifested in a series of still
64 F

lifes created in the year 1922. In these paintings the direct influence of the Cubist masters Pablo
Picasso and Juan Gris becomes apparent. Despite a warning two years prior to the creation of
these still lifes that “the theory must be burned in the fires of reality before it comes alive,” 66 a
65 F

close examination of a selection of his writings from the same year alongside these still lifes
reveals a direct link between his thought process and creation.
William C. Agee has previously identified this relationship and discussed the importance
of the paintings created between the years 1922 and 1924 in his catalogue for a 1987 exhibition
titled The Breakthrough Years 1922-1924. In his essay, Agee refers to Davis’s journal and a
number of paintings from this period, including the aforementioned still lifes. Agee notes, “In
1922, Davis was turning thirty. He had been painting for almost fourteen years, but he still had
no clear direction. His notebook for 1922 reveals that Davis acutely felt the time was at hand to
assert himself and his art.” 67 Indeed, Davis’s writings from the year 1922 are littered with
66F

directives and proclamations, driving himself to create a bold series of work as “direct,
impersonal and simple as possible.” 68
67F
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In reference to the still lifes, Agee explains, “Davis here achieved a sure command of
Cubist space and design, for each seems successively more complex and sophisticated.” 69 But,
68 F

as early as April 21, 1922, Davis commented that his paintings needed “further clarification.” 70
6 9F

As such, the next series of still lifes transition to a horizontal canvas and are marked by a
decrease in the number of objects presented, as well as a palette reduced to increasingly neutral
colors. The objects remain the same: a book, compote, jug, glass, and fruit, but they become
more solid in form and less fragmented. In August 1922, Davis writes about “consistant [sic]
relief,” describing the surface of a canvas as “a plane on which one models as with clay and the
degrees of suggested relief in that surface must have a reasonable relationship.” 71 Going on to
70F

note that, “…these parts of relief must be distributed two dimensionally in a balanced patter so
that the formal effect is one of solidity and immobility.” 72 With this in mind, a closer look at Still
71F

Life with Book, Compote and Glass (fig. 13) and Still Life with Book, Bottle and Fruit (fig. 14)
appear to embody this description with “solidity and immobility” applied to the objects. In
particular, the beer bottles gain a newfound solidity and are painted in such strong relief that the
curved edges appear almost tangible for the hand to reach beyond the canvas and hold. Earlier in
his journal, Davis notes Cubist artist’s interest in sculpture. With these 1922 paintings, Davis
creates a series of work similarly interested in the sculptural aspects of the forms. The
malleability of the canvas noted earlier comes to life in these still life paintings, where Davis
treats the paints as clay, sculpting the rounded objects in sharp relief.

69
William C. Agee, Stuart Davis: The Breakthrough Years, 1922-1924 (New York: Salander-O’Reilly
Galleries, 1987), unpaginated.
70
Ibid., unpaginated.
71
Stuart Davis, Journal of 1920–22, MA 5062, artist’s entries of May 1921; The Pierpont Morgan Library and
Museum, New York; unpaginated.
72
Ibid., unpaginated.

21

Similarly important is the evolution of the plane throughout these 1922 still lifes. In an
earlier work such as Red Still Life (fig.15), Davis utilizes a traditional Cubist format. Here, the
plane on which the objects sit is distinct as a tabletop set on legs, as seen by the geometric shape
resting under the front corner of the tabletop. The planes found in this composition create a sense
of foreground and background as the table recedes into the latter. The background is
distinguished by the placement of what appears to be a piece of paper tacked to the wall,
complete with writing as a nod to cubism. In contrast, Still Life with Vase (fig.16), from the same
year, is pared down to “one free-floating flat and upright plane.” By this time, Davis has
answered his call for “further clarification,” and reduced the number of objects to three, while
eliminating any sense of foreground or background.
Earlier in 1922, Davis made the distinction between “uni-planar” and “multi-planar,”
noting that, “the truth of the matter is that there is no such thing as a uni-planar picture and the
distinction I made above is really just a matter of relief of greater or lesser intensity – low relief –
uni planar….high relief – multiplanar.” 73 Prior to making this distinction, Davis defined each as
72F

a formula to leverage in order to create the structure for a painting. For example, with a uniplanar painting, “the plane of the canvas is used throughout and all the modeling is done on that
plane.” 74 As for the multi-planar picture, “there are a series of superimposed major planes each
73 F

one of which has its own detail.” 75 An area “covered with opaque color” 76 marked adding
74F

75F

additional planes to a multi-planar composition. Although Davis dismissed this distinction, we
do see evidence of his attempt to create compositions employing both styles. The earlier, vertical
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still lifes, previously discussed, including Red Still Life (fig. 15) and Brown Still Life (fig.17), fit
Davis’s definition of “multi-planar.” Here, the composition is comprised of “a series of
superimposed major planes each one of which has its own detail.” 77 In both, each plane has its
76F

own detail, differentiating it from the other planes. For example, in Brown Still Life (fig.17), the
white plane surrounding the outline of the jug is set apart from the plane on which the glass sits.
Here, as Davis previously notes, planes are distinguished by the use of opaque color in varying
tones. By Blue Still Life (fig.18), the distinctions between uni-planar and multi-planar become
blurred as planes are distinguished; for example the blue plane that the vase, beer bottle, and
compote sit on is set apart from the plane holding the book or the black and pink speckled plane
where the large vase holding flowers sits. Once again, we see Davis working through his theories
despite his grand gesture of “throwing theory in the flames” and working through the styles
European modernists such as Georges Braque, Pablo Picasso, and Juan Gris.
While Davis was certainly grappling with his own theory on painting and the production
of paintings that reflect such theory, he was also looking to contemporary artists, in particular
Pablo Picasso and Juan Gris, to help materialize and dispute his theories. For Davis, Picasso was
a continuous source of influence, and comments regarding his admiration for this artist litter his
journal during this period (almost as frequently as he challenges Picasso). Although Davis never
directly refers to specific paintings by Picasso, his mention of him leads one to believe that he
was looking to Picasso for inspiration during this period. Certainly, this would not be hard to
accomplish, as following World War I the best place to view works by Picasso was no longer
France but New York. Davis was able to see paintings by Picasso and Gris through the
exhibition program of the Société Anonyme, run by Katherine Dreier at their galleries at 19 East
Stuart Davis, Journal of 1920–22, MA 5062, artist’s entries of May 1921; The Pierpont Morgan Library and
Museum, New York; unpaginated.
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Forty-Seventh Street. Here, “work by Picasso and Braque could be seen, but so could important
Cubist and abstract compositions by others including Patrick Henry Bruce, Albert Gleizes, Juan
Gris, Francis Picabia, Joseph Stella, and Jacques Villon.” 78 As noted by Agee, two exhibitions
77F

from the year 1921 may have had an important influence on the 1922 still lifes.
In 1921, the collection of Dikran Kelekian, an important dealer and collector, went on
view at the Brooklyn Museum of Art. The Brooklyn show was followed by a smaller scale
exhibition of the collection at The Metropolitan Museum of Art in March of the same year. On
view in Brooklyn were Picasso’s Green Still Life (fig. 19) of 1914 and Landscape (La Rue des
Bois) (fig.20), 1919. As noted by Agee, “These two paintings seemed to affect Davis’s art, which
strongly suggests he must have seen the show at Brooklyn and the Metropolitan.” 79Agee’s acute
78F

notice of the importance of Picasso’s Green Still Life on the work of Davis begs further analysis.
Green Still Life (fig. 19) was painted in 1914 while Picasso was in Avignon and followed
Picasso’s move from Analytic Cubism to the guitar sculptures. The painting would have stood
out to Davis for various reasons. It signifies a shift into synthetic cubism’s simpler compositions
with brighter colors and pointillist dots, all of which are techniques employed by Davis in his
still lifes from 1922.
Among the various objects, including a hand wrapped around a grenade, are those objects
Davis used in all of his still lifes, including a compote, bottle, and glass. In Green Still Life
(fig.19), black lines that form an open rectangle and contain the objects on a single plane suggest
a tabletop. Vertical white lines run parallel to one another suggesting the frame of a window
beyond the table. Although a tabletop and window are suggested, the same green is used
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throughout, preventing any distinction between the “window” and “table.” The pointillist dots
echo those seen in the work of Davis and mark the first time Davis employs these dots as
shadow. The floating upright planes seen in Picasso’s Green Still Life (fig. 19) are like those
used by Davis in his 1922 still lifes. Including the use of a single color to distinguish the planes.
For example, in Still Life with Book, Compote and Glass (fig. 13), a tabletop is suggested by a
black outline containing the objects, but there is no delineation between a tabletop and the
surrounding space.
That Davis was looking to Picasso during this period is also evidenced by the similarities
between Davis’s 1921 Tree (fig. 21) and Picasso’s Landscape (fig. 22) from 1908, again as
pointed out by Agee. Davis, like Picasso, segments the composition into flat planes of various
shapes delineated by more opaque areas of color. In the center, in both, a geometric tree stands
upright, splicing the canvas in half. Davis eliminates any sense of location that Picasso’s painting
offers by removing the suggestion of a building on the left side of Picasso’s composition and
disseminating it into a white plane. Seen alongside Picasso’s painting, the white plane to the left
of the tree at center in Davis’s painting could be read as the white shed in Picasso’s painting
converted into a single plane of various gradations of white and grey. When seen alongside one
another, it is hard to avoid the similarities and not to read Davis’s painting as anything other than
a study of Picasso’s painting. Davis could have been exposed to Picasso as early as 1914 when
Stieglitz exhibited a joint show of works by Picasso and Braque at his 291 Gallery. And while
the similarities between Picasso’s paintings and Davis’s earlier works exist, we do not have solid
confirmation as to how often, and exactly which paintings, Davis would have seen. We do,
however, know that he was exposed to Picasso and Braque as early as 1913 at the New York
Armory show, where Davis also exhibited. What we certainly do know is that Davis was looking
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at works by Picasso and other modern European artists whether in publications or exhibitions, as
is evidenced by his rigorous study of these works in his journal.
While Davis’s interest in the work of Picasso is well known and confirmed by his
journals, the influence of Juan Gris is less so. Yet, there is something strikingly similar between
Gris’s “Synthetic Process” and Davis’s description of creating form through planes. Once again,
Davis would have been exposed to the work of Gris through the Société Anonyme. Gris’
influence on Davis becomes more concrete when considering the role Gris played in post-1918
international Cubism. Following the second World War, Gris as defined by Christopher Green,
was considered the “the accepted leader among leaders of the post-war decade.” 80 Following the
79 F

end of the war, Gris became the leader of a second wave of Cubism, marked by a sort of
“cleaning up” of those styles associated with the earlier style. Gris had always been rigorously
logic, deemed by Christopher Green as “the demon of logic.” His style was always set apart from
the other Cubists for its methodical approach to composition. This approach is reflected in
Davis’s own call to order.
While Davis was looking to Picasso and Gris during the 1920s as reflected in his still life
series, at the same time through his journals, Davis was yearning to find something beyond
Cubism. As many other artists did during this period, Davis knew he had to master Cubism to
move beyond the style. Davis writes obsessively about the need to look beyond Cubism and to
find a logic in painting that can only be attained once the artist has mastered and defeated
cubism. To this effect, he declared:
The principal think is that we now copy Cezanne, Matisse and Picasso and as a result
ignore our own abilities. We make their work a commercial product by our worship and
turn ourselves into servants by our foolish worship of the foreign god. America is
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unquestionably the healthiest nation in the world today and it should be capable of
entertaining itself.” 81
80 F

Davis strived to look beyond the masters but acknowledged that through their accomplishments
artists were now able to move forward and create a new style relevant to the time in which they
were living. For Davis, Cubism was the gateway to a new modern ideal in art.
Cubism has freed drawing and it is now the artists privilege to express himself in any
terms he desires. Selection is emphasized. His picture can be more “representative” than
ever before but in a new way. The interchangeability of color, texture, line and shape are
recognized. Humor is possible, words by all means. Receive direction inspiration from
any subject and paint it direct in whatever terms may suggest themselves. 82
81 F

Davis ends the entry with “Cubism is dead.” 83
82F

Davis was striving for a directness in his works that Cubism did not embody. In line with
the global need to “return to order” following the recent World War, Davis proclaimed that the
artist should:
Draw the exact character of the object before you at the same time taking into
consideration its exact value in the ensemble of objects you are drawing. A thing in
painting has a color and a shape primarily whatever else it may have and expression can
be readily accomplished thro [sic] symbols of a definite color and a definite shape. A
picture is interesting in the degree that the idea expressed is interesting. Clarity is
essential.” 84
83 F

And while clarity was what he was searching for, Davis was also looking for a balance between
subject and form. Davis pondered, “why not let expression be entirely “personal” in the sense of
selection and let its construction be purely mechanical…As in Apollinaire poetry encroaches on
painting so let painting encroach on poetry.” 85
84F
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In his journal, Davis begins to analyze the need for a painting to reflect reality, a struggle
he consistently came back to in the 1920s as a call to himself to create an abstraction rooted in
reality. As explained by Davis, “The business of the painting is to create reality. Picasso creates
‘small reality.’ He is a master of detail and embroidery. The point is to be able to make what you
make seem to be real. This demands purity of intention. A thing must be the right color and the
right shape to express the particular reality you want – otherwise it will be a failure.” 86 With this
85F

new directive to himself, Davis begins to move past Picasso, Gris, and Braque, as well as
Cubism in general, and begins to search for a style that could exemplify his desire to root his
paintings in solid reality. Davis declares,
The basis of their weakness lies in their inability to get away from drawing irrelevant
details. Matisse for all his color and design still paints pretty women which immediately
compromises his original intention. Picasso is a satirist and so intent on making every
object in his work ugly that he becomes crabbed or small. Braque sings a pale song
derived from the Wattauesque days that while charming is so removed from natural
forces as to be anemic. Gris seems to have more vigor and design than any of the others
and he achieves a certain beauty of design but his things are so alike one to another that
one has a feeling of too much system. 87
86F

Davis yearned for a “clarity” and departure from Cubism that the Metaphysical paintings of
Giorgio de Chirico were able to provide him.
By 1922, there is a strong probability that Davis had been exposed to the works of de
Chirico at the Belmaison Gallery or in The Dial. In 1921 Davis contributed two drawings to the
The Dial, and in this same year, the magazine published two of de Chirico’s Metaphysical
paintings, The Agonizing Morning (fig. 23) and Two Sisters (fig.24). In September of 1922,
Davis declared,
A few years ago one went abroad with sketching things and sought an interesting subject
from the point of view of actual visual variety. To-day one takes any subject and from it
creates planal and color rhythms from the mind. The difficulty is that one still takes a
86
87
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“subject.” As quickly as possible let us arrive at a genuine express of mental concepts.
Thoughts made communicateable [sic]. New values expressed and
understood…Tradition takes objective reality for granted. It is considered sufficient to
place oneself before an object of nature and record its emotional reaction in terms of
related forms…Ultra modern expression takes the whole scope of man’s consciousness as
its field and in the plastic arts has as its aim the express of the mental scope in plastic
form. 88
87F

When thought of in the context of de Chirico’s works, this view on creation strongly suggests an
aptitude, if not simply an awareness, for his Metaphysical paintings.
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Chapter 3: Davis’s Exposure to Giorgio de Chirico: Exhibitions in New York

It is impossible to suggest that Davis would not have been exposed to the Metaphysical
paintings of de Chirico. Exhibitions of de Chirico’s work were taking place in both Paris and
New York during the 1920s, and well into the 1930s. Davis was certainly exposed to de Chirico
in 1926, when he exhibited his The Super Table (fig. 25) alongside three of de Chirico’s
Metaphysical paintings at Katherine Dreier’s Brooklyn Museum exhibition, International
Exhibition of Modern Art. The catalogue brought special attention to de Chirico’s works as
Dreier’s preface identified “six main trends in European modern art and placing de Chirico
among them as the leader of a group of Italian painters of “Metaphysical Interiors.” 89 The
88 F

exhibition included over three hundred contemporary works, among them three of de Chirico’s
including: The Lovers (fig.26), and two paintings titled Metaphysical Interior (fig. 27; second
Metaphysical Interior not identified), all dating from 1925.
Research compiled by Dr. Emily Braun in De Chirico and America is instrumental in
tracing and understanding the arrival of de Chirico’s work in New York, as well as his
relationship with the critics and curators upon his arrival. In this book, we understand that,
whereas de Chirico did not physically arrive in New York until 1936, his paintings were
exhibited possibly as early as 1916, but certainly in 1921 at the Belmaison Gallery housed in the
John Wannamaker department store. 90 Davis was exposed to de Chirico at Dreier’s 1926
89F

exhibition, but he potentially could have seen his Metaphysical paintings even earlier in the
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Belmaison exhibition. On view at this exhibition were de Chirico’s The Two Sisters (fig. 24) and
The Agonizing Morning (fig. 23). In reviewing the exhibition, McBride “favorably compared de
Chirico to Picabia” 91 bringing positive attention to de Chirico’s unique style of painting. Given
90F

that McBride also reviewed Davis, he likely would have read this article.
In 1924, three additional de Chirico paintings were published in Jane Heap’s Little
Review: The Duo (fig. 28), The Seer (fig. 29), Mystery and Melancholy of a Street (fig. 30), and
Anxious Journey (fig. 31). 92 Although de Chirico’s works were exhibited prior to Dreier’s
91F

exhibition in 1926, it was this exhibition, now “remembered as the Société’s greatest
achievement,” 93 that launched de Chirico onto the New York art scene. Through the help of
92 F

Albert Barnes, A.E. Gallatin, and Dreier, de Chirico became even more widely known in New
York through a series of exhibitions that followed the Société’s International Exhibition of
Modern Art in the late 1920s.
In the spring of 1928, de Chirico had his first one-man show at the Valentine Gallery in
New York. In the winter of 1927 Valentine Dudensing, owner and namesake of the Valentine
Gallery, included Davis in a group show at the same time that he was organizing the first U.S.
exhibition of Giorgio de Chirico’s paintings in collaboration with the dealer Paul Guillaume and
Pierre Matisse. While over twenty paintings were exhibited, only a few can be identified. Among
these, only four are publicly accessible: The Delights of the Poet (fig. 32), 1913; The
Philosopher’s Conquest (fig. 33), 1914; The Endless Voyage (fig. 34), 1914; and The Serenity of
the Scholar (fig. 35), 1914. The exhibition included paintings as early as 1913, but also included
later works dating through 1927. Following the solo Valentine exhibition of January 1928, “de
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Chirico emerged as a novel “leading” figure in the New York art world. Five of the twenty-two
paintings in the exhibition dated from 1915, providing a view of the artist’s development and
allowing for comparisons between the earlier and current work.” 94 While de Chirico is now most
93 F

well-known for his Metaphysical paintings, at the time of his exhibition they were not lucrative
and as such, Dudensing’s next exhibition of de Chirico’s works excluded these paintings in
preference of his contemporary, 1925-1928 works. 95
94F

Valentine’s exhibition in 1928 would be the largest exhibition of Metaphysical paintings
in one show in the United States. This exhibition provided both artists and the public with a more
comprehensive understanding and immersion into the style and formal qualities of de Chirico’s
techniques. Paintings created during the Metaphysical period are considered to be de Chirico’s
most influential body of work. Painted between the years 1911 and 1917, these works strived to
“evoke a psychic rather than material reality through incongruous juxtapositions of objects, thus
foreshadowing the central goal and one of the principal techniques of Surrealism.” 96 As
95F

explained by Dr. Emily Braun, “The essence of de Chirico’s “Metaphysical” art is the enigma
and its range of psychological aftereffects, from unease to astonishment.” 97
96 F

The Metaphysical movement was started by de Chirico alongside the Futurist, Carlo
Carra’ (1881-1966). The style is defined by realistically painted compositions consisting
primarily of piazzas commonly found in most Italian cities. Whereas the mind can easily
recognize the locations as realistic settings, the squares are empty and within them objects and
statues create strange and unsettling juxtapositions. With these contrasts, “the artists thus created
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a visionary world of the mind, beyond physical reality – hence the name.” 98 The movement
97 F

technically only lasted for several months in 1917 when de Chirico and Carra’ worked alongside
each other, but the term has been “generally applied to all de Chirico’s work from about 1911
when he first developed what became known as Pittura Metafisica.” 99
98F

De Chirico’s motives and “psychological aftereffects” are not present in the work of
Davis, but the plastic qualities of de Chirico’s techniques would come to inspire Davis not only
in his “Egg Beater” series, but also in his later Paris paintings. Davis was exposed to
Metaphysical paintings potentially as early as 1921, but definitely in 1926 at Katherine Dreier’s
Société Anyonyme exhibition, and again in late 1927 at the Valentine Gallery when Davis was
exhibiting his paintings directly before de Chirico’s first one-man exhibit in America.
Importantly, at the same time that Davis would have been exposed to de Chirico’s Metaphysical
paintings, he embarked upon what would ultimately come to be known as his “Egg Beater”
series, in the fall of 1927 through the spring of 1928. These paintings, where Davis nailed a fan,
a rubber glove, and an eggbeater to a tabletop, are reminiscent in content and style to de
Chirico’s The Song of Love (fig. 1). Davis would have been exposed to this painting at the time
he began his “Egg Beater” series. In describing de Chirico, Braun notes, “here was a figurative
yet patently nonacademic art that held its ground against the growing tendency toward
abstraction.” 100 Further study of de Chirico’s Metaphysical paintings alongside Davis’s “Egg
99 F

Beater” compositions reveals a close stylistic similarity that could have been what Davis was
looking for when he acknowledged the need to move beyond Cubism in his earlier journal.
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Chapter 4: “Egg Beater” Series and Metaphysical Paintings: Stylistic Similarities

When examined alongside the Metaphysical paintings of de Chirico, Davis’s “Egg
Beater” series displays similar stylistic qualities that would again emerge in his Paris paintings.
While these paintings do not venture into the philosophical depth of de Chirico’s Metaphysical
style, a formal examination reveals stylistics similarities. Davis’s likely exposure to the
Metaphysical paintings of de Chirico around the time he started his “Egg Beater” series further
strengthens the argument that there is a direct influence. In the fall of 1927, Valentine Dudensing
included Davis in a group show at his gallery. At the same time, Dudensing was organizing de
Chirico’s first U.S. exhibition, which would include paintings from the inventory of French art
dealer, Paul Guillaume. 101 From January 23, 1928 to February 19, 1928, the Valentine Gallery
1 00F

displayed five examples of de Chirico’s Metaphysical paintings in a solo exhibition of his
work. 102 While Song of Love (fig. 1) was not included in the show, it was onsite in Valentine’s
101 F

Gallery. As Julia Boddewyn points out, Dudensing, “was known to have been generous with
young artists and allowed them to peruse the contemporary European art in his inventory.” 103
102 F

Given Davis’s known interest in avant-garde European artists, it is likely that Davis would have
seen The Song of Love (fig. 1) in Dudensing’s inventory. The exhibition did include five of de
Chirico’s Metaphysical paintings, each depicting arrangements of obscure and unrelated objects.
Among those included were: The Philosopher’s Conquest (fig. 33), The Endless Voyage (fig.
34), The Serenity of the Scholar (fig. 35), The Destiny of the Blasphemateur (1914; unidentified),
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and The Delights of the Poet (fig. 32) (1913; current location unknown). The first study for the
“Egg Beater” series is dated November 6, 1927, leading one to believe that Davis’s exposure to
de Chirico’s paintings could have influenced the series. In particular, the last two paintings Egg
Beater No. 3 (fig. 36) and Egg Beater No. 4 (fig. 37).
The “Egg Beater” paintings are considered a pivotal moment in Davis’s career. The four
paintings that comprise the series have been explained by Wilkin as studied profusely “both for
their own merits and because they anticipate the uninhibited improvisation of his mature
paintings.” 104 Davis explained his process and the importance of the series as follows:
103F

… [I] nailed an electric fan, a rubber glove and an eggbeater to a table and used it as my
exclusive subject for a year…In fact this eggbeater series was very important for me
because in this period I got away from naturalistic forms. I invented geometrical
elements. What led to it was probably my working on a single still life for a year, not
wandering about the streets. Gradually through this concentration I focused on the logical
elements…My aim was not to establish a self-sufficient system to take the place of the
immediate and the accidental, but … to strip a subject down to the real physical source of
its stimulus. 105
104F

This period produced four “Egg Beater” paintings, each with a strong resemblance, but exploring
different designs and structures. These works examined tenets of Cubism through their “flat,
interlocking, and overlapping planes,” 106 where color serves to “intensify or clarify the spatial
105 F

perceptions that had provoked the original configuration.” 107
106 F

Having previously been occupied with subjects such as cigarette packaging and cleaning
supplies (see Lucky Strike [fig. 38] and Odol [fig. 39]) Davis’s exploration into household
objects such as the egg beater and accompanying tools is not so radical. As early as 1923, Davis
began painting portrait-like compositions which included functional household items as the
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subject, including, but not limited to, a saw and a lightbulb. Between the years of 1924 and 1927,
following a brief trip to Santa Fe, New Mexico, with John Sloan, Davis “produced a series of
carefully potted images, in various media, of such modern domestic paraphernalia as a lemon
squeezer, lightbulbs, mouthwash bottles, matches, and a percolator, all painted with crisp
precision, some elegantly modeled, some dissected into sharp-edged planes. 108 As Wilkin points
107 F

out, “there is ample precedent within Davis’s own work for the use of ordinary household
equipment as subject matter, quite independently of European theoretical or formal
influence.” 109
108 F

In the Metaphysical works of de Chirico, Davis would have found a kinship with the
artist’s similar fascination with modern advertisements. Earlier in the decade, Davis “executed a
series of paintings on the theme of tobacco with references to smoking, packaging, and
advertising.” 110 As evidenced in Bull Durham (fig. 40), Davis includes the brand’s mascot in a
109 F

large collage-style composition, paying homage to the popular smoking brand of the time.
Paintings in this series, as noted by Barbara Zabel, “illuminates the nation’s changing social
habits as well as advertising’s burgeoning power in the postwar years.” 111 In these works, Davis
1 10F

was able to “copy the nature of the present days – photographs and advertisements” 112 At the
111 F

turn of the century advertisements were focused not on selling a cohesive story, “but to create a
cluster of images that would resonate with a reader or viewer.” 113 While Davis’s tobacco
11 2F

paintings were a celebration of the vibrancy of advertisements during this period with a
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particular lean on an American motif, de Chirico’s Metaphysical paintings were similarly
absorbed by advertising. The compositions of the Metaphysical paintings Davis was exposed to
at Valentine’s also took on the clustering approach found in modern advertising. As noted by
Braun, “In May 1914, writing in the newspaper Paris-Journal, Apollinaire called de Chirico ‘a
painter of shop signs, for art galleries as well as for midwives.” 114 Both essentially urban
113 F

painters, de Chirico and Davis reappropriated the pervasive effects of modern advertising on the
cityscape in New York City for Davis, and Paris for de Chirico, in their paintings.
In The Song of Love (fig. 1), de Chirico elevates a surgical glove to the level of a pipe or
musical instrument as would have been found in traditional still lifes. De Chirico’s appropriation
of imagery from contemporary advertisements is also seen in The Serenity of the Scholar (fig.
35)¸ which would have been on display at Valentine’s exhibition. Here, a pair of glasses set in
the middle of the composition allude to eyewear shops around Paris and the hanging street signs
found outside of shops to advertise their wares. As identified by Braun, “Shop signs made of
metal or wood that projected out onto the street or arcade provided a ready-made metaphysical
shudder, especially when purveying accoutrements for the human body and therefore
representing it in partial, synecdochic forums, such as gloves or eyeglasses.” 115 For Davis, the
114 F

egg beater in particular holds a similar place in modern advertisements in the United States at the
time he created his series. As noted by Dennison, advertisements for egg beaters were seen in
ubiquitous publications such as Good Housekeeping as early as 1925. 116 Advertisements for egg
115 F

beaters were not scarce during this period with a 1927 advertisement for the “Blue Whirl Egg
Beater” boasting the “Eight reasons why housewives like to beat and blend eggs, cream, batters,

Emily Braun, Giorgio de Chirico: The Song of Love (New York: Museum of Modern Art, 2014), 28.
Ibid., 28.
116
Mariea Caudill Dennison, “Sources for ‘Egg Beater’ and ‘Odol’”, The Burlington Magazine 148, no.
1240 (July 2006), 487.

114
115

37

sauces, gravies, cereals with Blue Whirl.” 117 This advertisement for a company based in
116F

Torrington, Connecticut, included a large image of a modern egg beater that stands tall at almost
the same height as the entire sheet of paper it was advertised on. While this is not the first time
Davis appropriated imagery from an advertisement (see Odol (fig. 39) from 1924), the “Egg
Beater” paintings represent the first case when Davis combined disparate objects into a single
composition. Both de Chirico and Davis were taking imagery from local advertisements seen in
their respective cities and, even more interestingly, taking these objects out of context and
juxtaposing them with other objects into a singular, strangely obscure composition.
While Davis had painted still lifes previously, they were grounded in the tradition of still
life with objects commonly found and cohesive with their surroundings. None of Davis’s prior
still lifes included disparate objects like his “Egg Beater” paintings. These are the first
compositions in which Davis includes displaced objects within a meticulous, albeit, abstract
composition, which Karen Wilkin suggests is a nod to de Chirico. 118 This practice of combining
117F

inanimate and discordant objects into a single composition is a recurring motif in the
Metaphysical paintings of de Chirico, beginning as early as 1913. While Soby identifies that the
compositional antecedents of de Chirico’s population of the foreground are numerous, “the
astonishing thing about de Chirico’s adaption of this traditional device is the iconographical
irrelevance between the near objects and their spatial settings. The huge artichokes in The
Square 119 (fig. 33), the bananas and plater torso in The Uncertainty of the Poet (fig. 41) – these
118F

objects look as though they had rained to earth from another, less reasonable planet.” 120 In each
11 9F
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of de Chirico’s paintings included in Valentine’s exhibition, the composition is marked by a
number of objects and planes stacked upon one another with no sense of cohesiveness in subject
matter. A bizarre array of objects is the central theme in three of the five painting displayed at
Valentine’s exhibition, including: The Philosopher’s Conquest (fig. 33), The Endless Voyage
(fig. 34), The Serenity of the Scholar (fig. 35). While not on display, The Song of Love (fig.1), as
previously discussed, also includes a random array of objects as a central theme. With the “Egg
Beater” series, we see Davis moving away from subject matter as defining the painting itself,
something that could have been influenced by his exposure to de Chirico at the same time he
started his series. For Davis, the “Egg Beater” series allowed him to move beyond objects as a
subject and instead use objects to define “color-space relations,” by which objects are moved
from their functionality and reappropriated into fractured planes. On subject matter, Davis wrote:
On the other hand, the emphasis on “anti-artistic” subject matter, which was implicit in
the whole Henri idea tended to give subject matter, as such, a more important place than
it deserves in art. In repudiating academic rules of picture structure, new ones suitable to
the purpose were insufficiently established. The borderline between descriptive and
illustrative painting and art as an autonomous sensate object was never clarified. Because
of this the general purpose of making works of art that were sufficient in themselves was
often defeated. Reliance on the vitality of subject matter to carry the interest prevented an
objective appraisal of the dynamics of the actual color-space relations on the canvas. I
became vaguely aware of this on seeing the work at The Armory Show, but it took years
to clarify the point. 121
120 F

As with de Chirico’s Metaphysical paintings, the objects in Davis’s paintings are removed from
their conventional functions rendering them futile and diminishing any sense of subject matter
associated with them. For de Chirico, this method was a strategy of estrangement, “or what he
called ‘Metaphysical art,’ upending conventional meanings and associations; as a result, the
immobile ‘things’ in the picture set off a chain of multivalent reactions, a delirium of metaphors
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and allusions.” 122 While Davis did not seek to employ this strategy, he did use the accumulation
121 F

of disparate objects to explore color relationships. Those elements that comprise the “Egg
Beater” paintings: the egg beater, fan, and glove, become mere objects used to explore
relationships among planes of color. Throughout the series, the objects depart from the subject
almost completely and by Egg Beater No. 4 (fig. 37) objects are almost unidentifiable, and the
focus on spatial relationships demarcated by color. This sort of disassociation allowed Davis to
study color planes and was employed by de Chirico to “transpose Nietzsche’s nihilistic play with
contradictions and riddles into pictorial form, with the resulting jolt that things are not as they
appear to be.” 123 While serving different purposes for each, both artists remove objects from
12 2F

their associations and utilize them in different ways, for Davis as studies in color space, and for
de Chirico to heighten the metaphysical. In describing de Chirico’s The Song of Love (fig. 1),
Braun notes:
A piece of classical statuary, a red rubber glove, and a green ball: we can name the things
easily enough, but upon closer inspection their identities are thrown out of doubt.
Ordinarily these objects do not appear together, for their everyday roles are entirely
unrelated. And note the manner of their assemblage: they are not arranged on a tabletop
or shelf, as in conventional still life painting, although they are indeed so still as to
arouse, paradoxically, a sense of heightened presence. 124
123 F

The objects used for both de Chirico and Davis evolve into structures used to study relationships.
For Davis this relationship came in the form of color-space theory, and for de Chirico in creating
a visionary world of the mind. Both use objects not to create a still life but for reasons beyond
the objects physicality.
Beyond the similarities found in advertising and a bizarre array of disparate objects, there
are also three stylistic themes in Davis’s “Egg Beater” series that expose the influence of the
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Metaphysical paintings created by de Chirico between the years of 1911 and 1917. These themes
include the manipulation of perspective; fusion of still life within an architectural setting; a
conflation of time and place, as well as exterior and interior within a single composition. These
themes are present in Davis’s “Egg Beater” series, as well as his later Paris paintings and can all
be found in the Metaphysical works of de Chirico that Davis would have been exposed to.
While the “Egg Beater” series have primarily been seen as Davis’s attempt at his own
style of Cubism, his new approach to perspective calls to mind the Metaphysical paintings of de
Chirico more so than the Cubist works of Picasso, Braque, or Gris. When one looks at Davis’s
paintings leading up to this moment, it is easy to see that he had been exploring flattened
perspective in his works for some time, but in this series it is more than a flattened planar
perspective that guides the eye. Davis manipulates perspective in a way previously unseen in his
oeuvre prior to this point. When describing the series, Davis defined them as “drawn in
perspective and light and shade,” 125 but with further inspection it is revealed that this is a new
12 4F

sense of perspective altogether. As described by Goossen with reference to Egg Beater No. 3
(fig.36),
Everywhere what is suggested as setting up directional depth inward is frustrated by the
interruption of the plane or line stopping the eye’s journey, turning it along a new path,
only to be turned shortly again. Curves emanating from points tangent to the edge of
another plane slide the eye around, leading it always back to the recognition of the flat
rectangle of the canvas. 126
12 5F

Goossen’s acute description of these complicated works recall the Metaphysical paintings that
Davis would have been exposed to in the same year, for example, The Song of Love (fig. 1).
Upon close examination of de Chirico’s The Song of Love (fig. 1) and Davis’s Egg Beater
No. 3 (fig. 36) and Egg Beater No. 4 (fig. 37), certain compositional similarities become evident.
125
126

Eugene C. Goossen, Stuart Davis (New York: G. Braziller, 1959), 21.
Ibid., 22.

41

As Goossen notes, “directional depth inward is frustrated by the interruption of the plane or line
stopping the eye’s journey.” 127 This tactic is omnipresent in much of de Chirico’s Metaphysical
126 F

paintings, but quite obviously in The Song of Love (fig. 1). For de Chirico, his manipulation of
perspective ties closely to his admiration for the writings of Nietzsche who maintained that
“clarity and order are mere illusions.” 128 As pointed out by Braun, Nietzsche’s quote is “an idea
127F

de Chirico illustrated through his brilliant undermining of linear perspective, and with it of the
fiction of a single unified world view.” 129 While Davis likely did not explore the same
12 8F

philosophical underpinnings, the manipulation of perspective is rampant throughout the “Egg
Beater” series. For example, the rhomboid shaped plane on which de Chirico has adhered the
head of the Greek god Apollo and nailed a rubber glove to is similar to the white trapezoidal
plane that frames the egg beater in Egg Beater No. 3 (fig. 36). It is as though the white
trapezoidal plane is the inversion of de Chirico’s rhomboid shaped plane holding the mounted
objects. This rhomboid shape presents itself in several of de Chirico’s paintings and is very
similar in shape to the trapezoid employed by Davis to encase the egg beater in Egg Beater No. 3
(fig. 36) and Egg Beater No. 4 (fig. 37). De Chirico “adopted a system of perspective to which he
was to return at intervals…Under this system the horizontal spatial sweep is interrupted abruptly
by a deep wedge into the background, asymmetrically placed.” 130 This system can be observed
1 29F

in the last two “Egg Beater” paintings. To the left of the trapezoidal plane encasing the egg
beater in Egg Beater No. 3 (fig. 36), the “tops of two-box like constructions protrude from
behind the purple wall, whose weight causes the green wall to collapse into a triangle.” 131 The
1 30F
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collapsed triangle in the left foreground serves a similar purpose as de Chirico’s green sphere,
which eradicates any sense of depth that the black plane beneath the ball would seem to imply.
Davis’s green triangle and de Chirico’s green ball each suggest a shallow foreground that thrusts
the viewer’s eye to the foreground and reinforce the two-dimensionality of the canvas.
In all three paintings, Egg Beater No. 2 (fig. 42), Egg Beater No. 3 (fig. 36), and The Song
of Love (fig. 1) there is a continual suggestion of depth using incised lines, but in every direction
the viewer’s eye is thrust back to the foreground flattening any sense of suggested spatial depth.
Again, quite like the green sphere in the foreground of The Song of Love (fig. 1), the white diagonal
line slicing end-to-end through Davis’s canvas obscures any delineation between indoor and
outdoor, foreground and background. It at once suggests and obscures any sense of depth. Even
the upward-tilting, ochre colored plane in Egg Beater No. 3 (fig.36), and the ivory colored planned
in the foreground of Egg Beater No. 2 (fig. 42), are reminiscent of the foreground in de Chirico’s
The Song of Love (fig. 1). In de Chirico’s painting, the same plane demarcated in black recedes
slightly into the composition only to be flattened against an upright plane which then negates any
spatial depth previously suggested by the receding orthogonal. Though perhaps a stretch, even the
halved white rectangle restricted by the edge of the canvas on the right of Egg Beater No. 3 (fig.
36) and seen also in Egg Beater No. 2 (fig. 42), is incised with a yellow line (green in Egg Beater
No. 2 (fig. 42) ) that curves at the top suggesting an arch shape similar to the colonnade in the same
location as in de Chirico’s The Song of Love (fig. 1). It is not only The Song of Love (fig. 1) that
shares the “brilliant undermining of perspective,” but also the five Metaphysical paintings included
in Dudensing’s exhibition. In each de Chirico continues “knitting together purposefully distorted
perspectives and tilted grounds,” 132 much like Davis begins to do in his “Egg Beater” paintings.
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Another theme found in de Chirico’s Metaphysical paintings that emerges in Davis’s
“Egg Beater” series is Davis’s conflation of outdoor and indoor. This is evidenced through the
white lines set against the dark green triangular shape at the top of the composition in Egg Beater
No. 4 (fig. 37), and demonstrates a technique that will recur in his later works where he combines
interior scenes with urban landscapes. As described by Sims, in Egg Beater No. 4 (fig. 37), “the
space (at the right) opens up into a kind of plaza, whose uptilted ocher plane is reminiscent of
like elements in the paintings of de Chirico. The back wall seems to open onto a roadside space,
and, once more, what appear to be the tops of buildings close off the composition in the upper
center.” 133 The same theme of opening up the space on the right of the composition is evident in
132 F

Egg Beater No. 3 (fig. 36) where the right side of the composition similarly opens up into a “kind
of plaza” as described by Wilkin for Egg Beater No. 4 (fig. 37). Like the inclusion of disparate
objects previously discussed, this is the first time we see Davis demonstrate “that peculiar
juncture of still life and urban landscape that he [later] favored.” 134 This conflation of interior
133 F

and exterior is a predominant motif found within the metaphysical paintings of de Chirico. Take
for example, The Endless Voyage (fig. 34), a Metaphysical painting of de Chirico’s that was also
on display at Valentine’s gallery. In this painting de Chirico conflates what we imagine to be an
indoor scene due to the brown wall-like structure upon which a white plane encasing a
mannequin rests upon, with the outdoors evidenced by the clouds and blue sky. Like Egg Beater
No. 3 (fig. 36) and Egg Beater No. 4 (fig. 37), the left side of the composition assumes a more
room-like character with the brown wall and incised window, but the right side of the
composition opens to the outdoors. The wall is removed, and the skyline reaches the top of the
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canvas, as to diminish the sense of an enclosed structure. The objects on the foreground seem to
be resting on the same plane that holds the image of the mannequin suggesting the floor of a
room. Objects include a plaster head similar to the head of the Apollo Belvedere as identified by
Braun and found in The Song of Love (fig. 1), alongside a black board with drawings and flowers
laying at the foot of the mannequin that straddles between a drawing and a sculpture. Much like
Egg Beater No. 3 (fig. 36) and Egg Beater No. 4 (fig. 37), de Chirico offers a juxtaposition of
views into differing perspectives, about which Sims explains: “This was an instinctive effort to
introduce into a specific subject some of the memory and experience about it when seen at other
times. It introduced time…into Form by referring the immediate concrete shapes to more general
shapes, which have a much more extended existence in Time and Place.” 135 Davis’s exploration
134 F

of time and place recalls the Metaphysical paintings of de Chirico and his conflation of space, as
well as time, within a single composition as evidenced by those Metaphysical paintings included
in Valentine’s show.
Like de Chirico, Davis employs the conflation of time within a single composition with a
suggestion of light-and-dark but no immediate light source. In Egg Beater No. 4 (fig. 37), Davis
creates areas of light and shade through his use of color, but there is no source of light, and the
areas of shade and light, quite like the physical objects, become apparent only through their
relationship with other planes of color. This aspect of the “Egg Beater” paintings is revisited in
Davis’s Paris series where compositions include scenes set in darkness, which seem to allude to
nighttime but are directly contrasted by a simultaneous display of a scene set in light.
The incisive lines delineating architectural planes in the work of de Chirico can similarly
be seen in the lines shifting throughout Davis’s composition. Davis uses these lines to demarcate
135
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the various objects and planes of color. Architectural elements suggest the inclusion of an urban
landscape, which becomes even more obvious in Egg Beater No. 3 (fig. 36). As described by
Agee,
So, too, if we think of the Paris pictures as a sharp departure from the Egg Beater series,
we need to revisit and look carefully at these supposedly abstract still lifes, for the
second, third, and fourth versions are actually still lifes set within clearly distinct largescale, urban architectural settings. In the last two Egg Beaters, the architectural settings
are every bit as prominent as the still lifes. Once again Davis has put us off by
insisting. 136
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Shrouded in the guise of a still life painting, Davis’s “Egg Beater” paintings reveal a depth
beyond his insistence that, “he had focused on nothing but the fan, the glove, and the eggbeater,
causing us to overlook the real scope of these paintings.” 137
136F
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Chapter 5: Paris Paintings and Metaphysical Paintings: Stylistic Similarities

With two “Egg Beater” paintings in tow, Davis departed for Paris in the year 1928 to
spend a year abroad painting. While in Paris, Davis created a series of paintings that have largely
been mistaken as a sojourn from his quest for an idiosyncratic style. Upon further study, these
paintings reveal a complex study in Cubism and abstraction. In these works, as described by
Agee, Davis created “abstract pictorial practices within an overtly figurative setting, as he had
called upon himself to achieve in his statement of 1922, a style both abstract and realistic.” 138
13 7F

While Davis was clearly still looking at Cubism and in particular the trends of synthetic cubism,
a closer look reveals he was still exploring tenets of Metaphysical painting, too. With an
evaluation of several of Davis’s Paris paintings alongside those de Chirico paintings Davis
would have been exposed to prior to his trip to Paris, it becomes clear that he was still replying to
the Metaphysical paintings. Three stylistic similitudes between de Chirico’s Metaphysical
paintings and Davis’s Paris pictures come to light: the construction of the “Chirico City”,
unsettling incongruities, and an abstraction rooted in reality.
The “Chirico City” was penned by painter and critic Gordon Onslow-Ford in the 1940s,
and the name defines the qualities of an urban landscape unique to the Metaphysical artist. 139 As
138F

defined by Sally Greene, in the “Chirico City,” space is defined “through the perspectival line, in
ways reminiscent of his Renaissance predecessors but with a major difference. Something is
usually askew – orthogonal lines meet just above the horizon and left of center, shadows fall in
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inconsistent directions. Combining such an unsettling, slightly unnatural aura with the use of
familiar classical architecture, he creates what has been called the ‘Chirico City’.” 140
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Furthermore, De Chirico’s cities are often defined by a vista of silenced squares complete with
colonnades. Several of the Metaphysical paintings Davis was exposed to include these traits,
specifically: The Delights of the Poet, The Agonizing Morning, and The Song of Love. Davis’s
Place des Vosges, No. 1 and Place des Vosges, No. 2 employ the same techniques found in the
“Chirico City.”
Much like de Chirico, Davis’s locations are real, but their representation becomes
unidentifiable and infused with an “unnatural aura.” In both of Davis’s place des Vosges
paintings, he is depicting the oldest planned square in Paris, which has been a lively
neighborhood surrounded by shops and a park since the seventeenth century. Davis’s paintings
though, does not depict the lively ambiance imbued in this area and instead creates an urban
landscape devoid of any people. De Chirico employs the same strategy when creating his city
scenes. It is known that de Chirico depicted real piazzas throughout Italy, but instead of painting
them as the lively epicenter of the towns in which they were located, they were shown as empty
expanses. The arcades and piazzas depicted in paintings such as The Delights of the Poet and The
Uncertainty of the Poet have been identified as those found in the city of Turin that de Chirico
visited on his way to Paris in 1911. 141 While the subjects for de Chirico and Davis have been
140F

identified as real locations, their compositions contradict any sense of materiality that this
knowledge might suggest.
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Davis’s Place des Vosges, No. 1 and Place des Vosges, No. 2 follow a similar
compositional structure as several of de Chirico’s Metaphysical paintings. Both Place des
Vosges, No. 2 and The Delights of the Poet frame the composition with a receding colonnade at
the left and a dark plane at the right. The use of far perspective in de Chirico’s The Delights of
the Poet is abruptly stunted by the frontal facing façade of the building adorned by a clock and a
landscape in the distance. Davis similarly employs this strategy in his work. Entering the
painting at left with a receding colonnade any suggested depth is immediately bound by the
frontal façade of a building set in the background. Davis’s composition is further stagnated by
the rectangular structure in the foreground at the right emblazoned with “R SUPERIEUR.” This
plane is suggestive of a café store front of which there were plenty around the park, though likely
given a new name by Davis and suggestive more so of his painting than any eatery. Much like
the colonnade, the incised plane at the right suggests an opening but lacks any sense of depth.
The shallow nature of this plane in Davis’s painting echoes the columns in The Delights of the
Poet. Whereas de Chirico does suggest some depth through shading with the columns on the left,
they are immediately restricted by a dark rectangular plane that eliminates any sense of depth
within. In Place des Vosges, No. 1 Davis also suggests depth with the wider arches set in the
background, but like de Chirico, depth is restricted with the inclusion of a green shadow and
heavily outlined black wrought-iron gate. As Wilkin describes Davis as having turned the
“typical, familiar streetscape into a stage-set-like, disembodied arrangement of fragments,” 142
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so, too, has de Chirico taken a familiar Italian piazza and flattened it into a stage-like picture of a
familiar scene that is completely void of any realistic qualities. The “minimally indicated
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background planes that suggest sky and sunlight” 143 in Davis’s painting are again obvious in de
142F

Chirico’s where the composition is cut into two planes in which the background depicts a
skyline. These similarities suggest that Davis was looking to the Metaphysical paintings of de
Chirico. The flatness conveyed by the lack of depth in both Davis and de Chirico’s paintings
further belies the facades emptiness as vessels of actual use or even true meaning.
As noted by Agee, “the flat planar stage-set configuration in the two place des Vosges
paintings” 144were found in earlier works by Davis such as Consumer Coal Company from 1912.
143F

There is a profound difference in the flatness conveyed in Davis’s Paris pictures. The primary
difference is that the architecture is the main subject of the Paris paintings whereas the
architecture found in Consumer Coal Company is secondary to the people in the foreground
shoveling coal. The flatness of the façades in Davis’s Paris paintings are complemented by the
hyperbolic use of linear perspective that we find in de Chirico’s Metaphysical paintings, which
conveys an absolute flatness of form when combined together. Buildings in Davis’s Paris
paintings become schematic representations void of any accessibility or pictorial qualities.
Streets that begin to suggest depth as they recede into the composition are at once halted by the
wall of a building comprised of a solid plane of color with flattened incised architectural
elements. The Paris paintings become confusing mazes of misrepresentation at once leading the
viewer into streets that suggest depth while simultaneously flattening and emphasizing the twodimensionality of the canvas forcing the viewer back to the foreground. De Chirico similarly
creates illusions of depth through light and shadow, inviting the viewer into the painting only to
force their eyes to retreat as flat planes of color force them back to the foreground. The flatness
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and stage-set like composition combined with the emptiness of the streets and omission of people
adds to the “slightly unnatural aura” that defines the “Chirico City.” It was the “combining such
an unsettling, slightly unnatural aura with the use of familiar classical architecture” 145 that
144 F

defined “Chirico’s city,” all of which are attributes that we find in Davis’s Paris paintings.
This “unnatural aura” is further enhanced by several incongruities that Davis employs in
his Paris pictures. As seen in de Chirico’s The Delights of the Poet (fig. 32), the artist often
created scenes of quiet unrest in which components of the picture do not correspond. With this
technique, a seemingly realistic image becomes completely void of any realism through subtle
incongruities. In The Delights of the Poet (fig. 32), the building set in the center of the
composition has two flags placed upon the top of each pillar at opposite ends of the structure.
The flags blow to the left, while the steam from the train blows to the right. This disconnect
creates a quiet tension that suppresses any naturalistic detail. De Chirico’s contrast between the
flag and the steam can be seen in Davis’s Place des Vosges No. 2 (fig. 3) where the flag set to the
right of center blows slightly to the left while the smoke emanating from the chimney above
blows in the opposite direction of the flag. Again, this is a nod to de Chirico’s subtle
incongruities that create tension between realism and abstraction.
Artificial sources of illumination and the lack of a light source are other attributes that
further contribute to the unsettling incongruity shared by Davis and de Chirico. Bright daylight
pierces throughout the Metaphysical paintings and Davis’s Paris pictures, but one does not know
where the light comes from. For de Chirico the use of artificial sources of illumination was a
reaction against the Impressionists. As de Chirico explains:
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In my opinion there is no point in using technical means (divisionism, pointillism, etc.) to
try to give the illusion of what we call truth. For example, to paint a sunlit landscape
trying in every way to give the sensation of light. Why? I too see the light; however well
it may be reproduced, I also see it in nature, and a painting that has this for its purpose
will never be able to give me the sensation of something new, of something that,
previously, I have not known. 146
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By 1913, de Chirico’s color becomes more brilliant and luminous, “as though he learned to light
his works through broad contrasts of thin tone instead of relying on surface brilliance.” 147 Davis
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begins to employ light with broad swaths of color himself as evidenced in both place des Vosges
paintings. The actual buildings are a uniform pink brick color, but Davis creates a sense of
shadow and light by heightening the intensity of the color of the brick into a fiery red. The
distinction between the deep red and light pink perhaps suggests the light falling directly on that
particular façade whereas the lighter pink suggests the part of the building set in shade. Davis’s
Paris pictures are therefore not devoid of light entirely, but he depicts light and shade through
heightened and more saturated areas of color with no evidence of a light source within the
composition. This approach is similar to de Chirico’s where he employs slight variations of
tonality to convey shadow and light, but never includes a direct light source.
Davis also found in de Chirico’s Metaphysical paintings the abstraction rooted in reality
he had been looking for as early as 1920 as evidenced by his journal entries. He began to develop
this style in the “Egg Beater” pictures where he took recognizable forms rooted in commonplace
objects but pushed the perspective of each object and its surroundings to such extremes that the
paintings evolved into abstractions. This quest would have been complemented by de Chirico’s
Metaphysical paintings. In de Chirico’s works we recognize familiar scenes: a cityscape, a
building, a statue, a train, etc., but upon further study the placement and compositional structure
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of these paintings renders the objects abstract. If an abstract painting is defined as one that does
not “attempt to represent an accurate depiction of visual reality” then are de Chirico’s strangely
unsettling and realistic objects yet holistically unrealistic pictures not abstractions in themselves?
Such as Davis’s “Egg Beater” paintings that are rooted in commonplace objects, so are de
Chirico’s Metaphysical paintings. Objects are recognizable but displaced to the point where they
do not represent an accurate depiction of reality and instead create a unique form of abstraction
that is at once abstract, but rooted in our idea of reality as we can identify the objects. Davis’s
Paris pictures resolve this struggle.
In the Paris paintings, much like the Metaphysical paintings of de Chirico, Davis creates
abstract compositions rooted in our perception of reality. We can identify buildings, streets, and
lamp posts, but the compositional structure in which they live is not realistic. The paintings
collapse our immediate notion that these are accurate representations and become abstractions. In
Café Place des Vosges (fig. 43) Davis names the painting with a recognizable and very specific
location, but the painting itself is not a realistic representation of the location it is meant to
depict. Instead the painting becomes an abstraction rooted in a realistic place. While the famous
arches of place des Vosges are evident, as well as a very literal representation of a French café
using words and signs, the physicality of the café itself is not conventional as a representation of
a building. The focus of the painting becomes not the subject but the abstract architectural
element of the composition. Davis contrasts the familiar and identifiable street scene with a
deceptively abstract composition at once creating a familiarity sharply contrasted by
displacement through abstraction. In describing the painting, Karen Wilkin notes:
He (Davis) keeps all of these anecdotal elements more or less intact, as if so
impressed by the “actuality” of Paris that he was unable to take unlimited liberties
with appearances, but he turns the typical, familiar streetscape into a stage-set-like,
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disembodied arrangement of fragments, imaginatively reassembling them against
ambiguous, minimally indicated background planes that suggest sky and
sunlight. 148
147F

This description aptly describes what de Chirico was doing in his Metaphysical paintings.
Indeed, while some of the locations Davis painted in Paris were real, such as place des Vosges,
others were composites. This method is similar to de Chirico’s where his compositions are
inspired by piazzas found in Turin but turned into a completely unique location.
That Davis was influenced by artists from different periods and explored various styles is
well known and documented through his journal, as well as in the works he produced. The Paris
paintings are further evidence of Davis looking outward in order to shape his own idiosyncratic
style while replying to different artists. The color alone invites the viewer not only to rediscover
some of the artist’s earlier works produced while in Cuba, but also to contemplate the influence
of the sixteenth century Italian Mannerist style.
At the end of 1919, Davis traveled to Cuba with his friend Glenn Coleman. During this
period, his style shifted drastically from his earlier influence of Vincent van Gogh with his “thick
paint, saturated palette, and rhythmic strokes,” 149 used to depict scenes in Gloucester,
148 F

Massachusetts. Instead, as though captivated by Havana’s exhilarating culture, Davis adjusted
his palette to capture the warmth and vitality of Cuba, as well as the colorful architecture. Often
overlooked, the Havana paintings are distinguished by a palette of pinks, blues, and vibrant
yellows, and prove to be important in Davis’s continual assimilation of Matisse’s color and
arbitrary figuration. The drive towards abstraction becomes visible in works such as Cuban
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Interior, with its distillation of figures into purely color shape relations. The color palette and
distillation of forms are later explored in Davis’s Paris paintings. In these paintings, including
The Plaza – Cuba (fig. 44) and Dancers on Havana Street (fig. 45), both from 1920, Davis
creates street scenes using pastel colors and broad, unbroken planes of color. In the latter work,
he builds up a city scene using the same broad planes of distinguished color that suggest, more so
than depict, a vibrant city center. The figures, clearly influenced by Matisse, become arbitrary
shapes distilled into planes of color. The banister in the upper right corner of the composition is
similar in the use of architectural details found in the Paris paintings depicting details on the
buildings. In both paintings we see a similar treatment of the architecture constructed in Place
des Vosges, No. 1 and Place des Vosges, No. 2. In Dancers on Havana Street, Davis suggests
buildings using broad planes of color much like in the place des Vosges paintings. Like the Paris
street scenes, the background in The Plaza – Cuba employs the same accordion-style
construction of unbroken planes of color to suggest buildings. As noted by Karen Wilkin, “these
watercolors…may have played a role in liberating his drawing from depiction.” 150 This
149F

liberation enabled Davis to create his own mature style and is evidenced by the continual
importance of drawing in his later paintings, in particular, Pochade (fig. 46) and his black and
white series from the late 1950s.
Another suggestion for the influence of Davis’s color palette in his Paris paintings is the
influence of Mannerism. Characteristics of the popular sixteenth century style that began in Italy,
but soon took a hold throughout Europe and became popular in the courts of French royalty,
Mannerism resemble styles employed by both Davis and de Chirico. In an article by Sjoerd van
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Tuinen titled “Mannerism, Baroque, and Modernism: Deleuze and the Essence of Art,” van
Tuinen identifies what scholars in the twentieth century discovered in Mannerism:
Scholars discovered in Mannerism a “first ‘modern’ avant-garde,” a precursor to the
work of Cezanne and Klee, Kollwitz and Matisse. For them Mannerism is not just the
name for the style of the cinquecento; it is used for a surrealistic and structurally anticlassicist phenomenon that critics see recurring throughout European art, from Monsu
Desiderio to de Chirico and from Acrimboldo to Breton. 151
150 F

Take for example El Greco’s The Vision of Saint John (fig. 47). This painting “was an iconic
work for twentieth-century artists.” 152 It is known that Picasso saw the painting at the studio of
151 F

painter Ignacio Zuloaga, “who acquired it in 1905.” 153 The mannerist style was used by Picasso
152 F

“as inspiration for Les Demoiselles d’Avignon (fig. 48),” 154 and the painting would later be
153 F

sketched by Jackson Pollock and influence the German Expressionists. 155 That Mannerism was
154F

being explored by other artists throughout the twentieth century further enhances the argument
that Davis and de Chirico could have also been looking to these paintings. Mannerist painting is
a highly imaginative style of art that possesses many of the features that Davis and de Chirico
used in their paintings. Mannerism is described as “bizarre, sometimes using acid colors, its
illogical compression of space…frequently creates a feeling of anxiety. Works appear strange
and unsettling despite their superficial naturalism.” 156 The flattening and compression of
155 F

pictorial space, as well as the superficial naturalism and anxious feeling, are all present in Davis’
Paris paintings, as well as the Metaphysical works of de Chirico, as established earlier.
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For Davis, the use of acid colors and a pale palette links his works produced in Cuba and
Paris to the Mannerist movement. Whereas the palette in Cuba would have been inspired by the
tropical climate and colorful architecture, the buildings, and certainly not the weather in Paris,
would inspire such a palette. Colorful buildings can be found in Paris, but they are not
omnipresent and not found in the locations Davis was known to have paint, including Boulevard
St. Germain and place des Vosges. When looking at Mannerist paintings, one can see similarities
between Davis’s palette and the standard palette employed by these late Renaissance artists.
Included in the Louvre’s collection, Paolo Veronese’s The Wedding Feast at Cana (fig. 49)
employs the brilliant yellows, oranges, vivid reds, and blues that are signature traits of Mannerist
painting. Interestingly, later in de Chirico’s career he begins to employ a Mannerist inspired style
of painting himself. In a series of equine scenes produced between 1936 and 1938, de Chirico’s
painterly technique is very similar to the Spanish painter El Greco. Bucephalos (fig. 50) from
1936 harkens to the Mannerist’s use of undulating lines, serpentine poses, and compression of
space that can be found in The Vision of Saint John. De Chirico’s palette also includes pale
blues, pinks, and shades of yellow in his later paintings. That both artists could have been
looking towards the Mannerist style of painting to help cultivate their own avant-garde approach
becomes highly likely when taking into account the popularity of Mannerism, the similar color
palettes, and the heightened compression of space employed by each artist.
The importance of the Paris series can be seen in Davis’s use of these compositions to
create several later paintings throughout the remainder of his career. The original compositional
source for Davis’s 1959 The Paris Bit (fig. 51) was his 1928 Rue Lipp (fig. 52). Davis uses the
same structure from his earlier painting but overlaps it with “a dense mélange of words and
symbols developed by the artist both to highlight certain aspects regarding the history and
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subject matter of the composition and to signify his art theories.” 157 As The Paris Bit and other
156 F

paintings that derived their compositional structures from Davis’s days in Paris prove, this body
of work was instrumental in clarifying ideas and establishing Davis’s distinctive style of
painting. In these works, Davis continues his “liberation from depiction” that would ultimately
lead the development of Davis’s reductive approach to form and shape.
The Paris paintings Davis created between 1928 and 1929 have been understudied.
Holistic research on Davis’s career tends to move from his pivotal “Egg Beater” series directly to
the 1930s, his social action, and extraordinary murals. In the Paris pictures, we find Davis
making one last stand against European modernism before he truly defines a style unique to
himself. To overlook the Paris paintings does Davis a disservice, as he himself claimed that he
had no intention of painting Paris “just as it was.” 158 Instead these paintings embody Davis’s
157 F

final push out of the clutch of European modernism and into his more mature and idiosyncratic
style that would define the rest of his career. In the Metaphysical paintings of de Chirico, Davis
found what he repeatedly sought in his 1920-1922 journal, a release from Cubism and a forged
path towards his own style characterized by reduced forms and dynamic rhythms.
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Conclusion

Scholarship on the European influences on Davis’s mature style point to a recurring
group of modern artists: Signac, Picasso, Matisse, and Leger. This limited view disregards
Davis’s wider scope of interest and curiosity outside of the prevailing modernists movements of
the period. In his quest for a style removed from the common contemporary movements of the
1920s, Davis, it seems, discovered the Metaphysical paintings of de Chirico. Exhibiting at the
same gallery in New York within months of each other, Davis’s exposure to the early
Metaphysical paintings of de Chirico is indisputable. Further evidence of exposure is revealed
when we consider that Davis began his “Egg Beater” series around the same time when he was
exposed to de Chirico’s paintings at Valentine Gallery. The last two “Egg Beater” paintings
reveal the most in common with de Chirico’s Metaphysical works, which were on view at
Valentine Gallery shortly after Davis’s group exhibition and directly before he left for Paris.
Motifs in the “Egg Beater” series share similarities with those of de Chirico’s Metaphysical
paintings, including manipulation of perspective, compositions made up of bizarre and disparate
objects, and a conflation of indoor and outdoor. Each of these motifs is found in the paintings
Davis would have been exposed to at Valentine Gallery, and possibly even earlier in his career,
considering de Chirico’s work seen around New York. Davis departed for Paris where we see a
continuation of the influence of the Metaphysical paintings on his artistic output. In Paris we see
a protraction of Davis’s exploration of themes found in the Metaphysical paintings of de Chirico.
In his seemingly direct and simple Paris paintings, underneath the apparently straightforward
streetscapes, Davis creates complicated abstract compositions rooted in our perception of reality.
By using familiar scenes, such as cafes and famous streets around Paris like Place des Vosges,
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Davis takes these identifiable scenes and turns them into complex abstractions. Davis turns what
we comprehend as a straightforward composition into an elaborate abstraction. This is a defining
characteristic of the Metaphysical paintings of de Chirico where seemingly easily identifiable
locations, such as piazzas, morph into a maze of abstraction created through layered planes.
Another established characteristic of de Chirico’s Metaphysical paintings are scenes of quiet
unrest in which components of the picture do not correspond. We see this in de Chirico’s The
Delights of the Poet (fig. 32) and in Davis’s Place des Vosges, No. 2 (fig. 3), where the
movement of flag and steam from a chimney conflict in their directions of dispersal. Finally, the
pastel palette utilized by Davis in his Paris paintings recalls his earlier Cuban works, but also the
Mannerist paintings of the sixteenth century. Interestingly, the same palette is used by de Chirico
in his later paintings from the mid-1930s. This form of painting had a resurgence in the twentieth
century with artists, including Picasso and Pollock, looking to the serpentine lines and imaginary
compositions to inspire their own idiosyncratic styles in different ways.
Each of the characteristics that we find in the “Egg Beater” series and the Paris paintings
reveal that Davis was indeed looking towards the Metaphysical paintings of de Chirico. Such a
revelation affirms Davis’s continual and concerted effort to transcend Cubism and to challenge
the prevailing artists of his time and their idiosyncratic styles. As he did with Picasso and Leger,
Davis took attributes associated with de Chirico and challenged and enhanced them to
accommodate and develop his own sense of style. Afterall, Davis did learn from Henri, and was
endowed from an early age with an ethos to challenge established norms in the quest to discover
and develop his own “innate curiosity and engagement with the world” 159 around him.
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Illustrations

Figure 1. Giorgio de Chirico, The Song of Love, 1914, oil on canvas, 28 ¾ x 23 3/8 in., Museum
of Modern Art, New York.
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Figure 2. Stuart Davis, Place des Vosges, No. 1, 1928, oil on canvas, 21 x 28 ¾ in., The Newark
Museum, Newark, New Jersey.
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Figure 3. Stuart Davis, Place des Vosges, No. 2, 1929, oil on canvas, 25 5/8 x 36 1/4 in., Herbert
F. Johnson Museum of Art, Cornell University, Ithaca, New York.
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Figure 4. Stuart Davis, Arch Hotel, 1929, oil on canvas, 28 ¾ x 39 ½ in., Sheldon Memorial Art
Gallery, University of Nebraska-Lincoln, Nebraska
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Figure 5. Stuart Davis, Cliché, 1955, oil on canvas, 56 1/4 x 42 in., Solomon R. Guggenheim
Museum, New York.

65

Figure 6. Stuart Davis, Fin (Last Painting), 1964, casein and masking tape on canvas, 53 7/8 x
39 3/4 in., Private collection.
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Figure 7. Stuart Davis, Municipal, 1961, oil on canvas, 24 x 29 ½ in., Private collection.
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Figure 8. Stuart Davis, Swing Landscape, 1938, oil on canvas (mural), 86 3/4 x 173 1/8 in.,
Indiana University Art Museum, Bloomington, Indiana.
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Figure 9. Pablo Picasso, Guernica, 1937, oil on canvas, 11 ft. 6 in. x 25 ft. 6 in., Museo Reina
Sofia, Madrid, Spain.
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Figure 10. Stuart Davis, [Landscape with Saw], 1922, oil and pencil (grid) on canvas mounted on
board, 15 ¾ x 11 ¾ in., Private collection, Massachusetts.

70

Figure 11. Stuart Davis, Rapt at Rappaport, 1951-52, oil on canvas, 52 x 40 in., Hirshhorn
Museum and Sculpture Garden, Smithsonian Institution, Washington, D.C.
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Figure 12. Stuart Davis, Semé, 1953, oil on canvas, 52 x 40 in., The Metropolitan Museum of
Art, New York.
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Figure 13. Stuart Davis, (Still Life with Book, Compote, and Glass), 1922, oil on canvas, 18 ½ x
30 in., Estate of the artist.
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Figure 14. Stuart Davis, (Still Life with Book, Bottle, and Fruit), 1922, oil on canvas, 20 x 40 in.,
Private collection, New York.
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Figure 15. Stuart Davis, Red Still Life, 1922, oil on canvas, 50 x 32 in., Estate of the artist.
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Figure 16. Stuart Davis, Still Life with Vase, 1922, oil on canvas, 12 x 19 1/8 in. Estate of the
artist.
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Figure 17. Stuart Davis, Brown Still Life, 1922, oil on canvas, 50 x 32 in., Estate of the artist.
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Figure 18. Stuart Davis, Blue Still Life, 1922, oil on canvas, 50 x 32 in., Private collection, New
York.
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Figure 19. Pablo Picasso. Green Still Life, 1914, oil on canvas, 23 ½ x 31 ¼ in., Museum of
Modern Art, New York.
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Figure 20. Pablo Picasso, Landscape (La Rue des Bois), 1908, oil on canvas, 39 5/8 x 32 in. The
Museum of Modern Art, New York.

80

Figure 21. Stuart Davis, Tree, 1921, oil on canvas, 19 7/8 x 25 1/8 in. Private Collection, New
York.
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Figure 22. Pablo Picasso, Landscape, 1908, gouache and charcoal on paper, 18 5/8 x 24 1/4 in.,
The Metropolitan Museum of Art, New York.
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Figure 23. Giorgio de Chirico, The Agonizing Morning (The Anguishing Morning), 1912, oil on
canvas, 32 x 25 in., Ludwig Museum, Cologne, Germany
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Figure 24. Giorgio de Chirico, Two Sisters, 1914, oil on canvas, 21 1/2 x 18 in., Kunstsammlung
Nordrhein-Westfalen, Dusseldorf, Germany.
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Figure 25. Stuart Davis, Super Table, 1925, oil on canvas, 48 x 34 1/8 in. Terra Foundation of
American Art, Chicago, Daniel J. Terra Collection
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Figure 26. Giorgio de Chirico, The Lovers, 1925, oil on canvas, 27 15/16 x 21 1/16 in., Yale
University Art Gallery, New Haven, Connecticut.
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Figure 27. Giorgio de Chirico, Metaphysical Interior, 1925, oil on canvas, 27 15/16 x 21 5/8 in.,
Yale University Art Gallery, New Haven, Connecticut.
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Figure 28. Giorgio de Chirico, The Duo, 1914-1915, oil on canvas, 32 1/4 x 23 1/4 in., Museum
of Modern Art, New York.
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Figure 29. Giorgio de Chirico, The Seer, 1914-1915, oil on canvas, 35 ½ x 27 12 in., Museum of
Modern Art, New York.
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Figure 30. Giorgio de Chirico, Mystery and Melancholy of a Street, 1914, oil on canvas, 34 x 28
in., Private collection.
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Figure 31. Giorgio de Chirico, Anxious Journey, 1913, oil on canvas, 29 1/4 x 42 in., Museum of
Modern Art, New York.
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Figure 32. Giorgio de Chirico, The Delights of the Poet, 1913, oil on canvas, 27 1/2 x 34 in.,
Current location unknown.
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Figure 33. Giorgio de Chirico, The Philosopher’s Conquest, 1913-1914, oil on canvas, 49 1/4 x
39 in., Art Institute of Chicago, Illinois.
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Figure 34. Giorgio de Chirico, The Endless Voyage, 1914, oil on canvas, 34 15/16 x 15 1/16 in.,
Wadsworth Atheneum, Hartford, Connecticut.
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Figure 35. Giorgio de Chirico, The Serenity of the Scholar, 1914, oil and charcoal on canvas, 51
1/4 x 28 1/2 in., Museum of Modern Art, New York
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Figure 36. Stuart Davis, Egg Beater No. 3, 1928, oil on canvas. 25 1/8 x 39 1/8 in., Museum of
Fine Arts, Boston, Massachusetts.
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Figure 37. Stuart Davis, Egg Beater No. 4, 1928, oil on canvas, 27 x 38 1/4 in., The Phillips
Collection, Washington, D.C.
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Figure 38. Stuart Davis, Lucky Strike, 1921, oil on canvas, 33 1/4 x 18 in., The Museum of
Modern Art, New York.
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Figure 39. Stuart Davis, Odol, 1924, oil on cardboard, 24 1/2 x 17 5/8 in., Cincinnati Art
Museum, Cincinnati, Ohio.
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Figure 40. Stuart Davis, Bull Durham, 1921, oil on canvas, 30 1/4 x 15 1/4 in. The Baltimore
Museum of Art, Baltimore, Maryland.
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Figure 41. Giorgio de Chirico, The Uncertainty of the Poet, 1913, oil on canvas, 41 3/4 x 34 in.,
Tate Modern, United Kingdom.
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Figure 42. Stuart Davis, Egg Beater No. 2, 1928, oil on canvas, 29 1/4 x 36 1/4 in., Amon Carter
Museum, Fort Worth, Texas.
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Figure 43. Stuart Davis, Café, Place des Vosges, 1929, oil on canvas, 29 x 36 in., Private
collection.

103

Figure 44. Stuart Davis, The Plaza – Cuba, 1920, watercolor on paper, 18 x 22 3/4 in. Private
collection
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Figure 45. Stuart Davis, Dancers on Havana Street, 1920, watercolor on paper, 22 7/8 x 15 5/8
in. Private collection.
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Figure 46. Stuart Davis, Pochade, 1956-1958, oil on canvas, 52 x 60 in., Museo ThyssenBornemisza, Madrid.
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Figure 47. El Greco, Vision of Saint John, ca. 1608-14, oil on canvas, 87 1/2 x 76 in. The
Metropolitan Museum of Art, New York.
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Figure 48. Pablo Picasso, Les Demoiselles d’Avignon, 1907, oil on canvas, 8’ x 8’. Museum of
Modern Art, New York.
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Figure 49. Paolo Veronese, The Wedding Feast at Cana, 1563, oil on canvas, 6.77 m x 9.94 m.
The Louvre, Paris, France.
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Figure 50. Giorgio de Chirico, Bucephelos, c. 1936. Location unknown.
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Figure 51. Stuart Davis, The Paris Bit, 1959, oil on canvas, 46 1/8 x 60 1/16 in. The Whitney
Museum of Art, New York.

111

Figure 52. Stuart Davis, Rue Lipp, 1928, oil on canvas, 32 x 39 in., Collection of Michael and
Fiona Scharf, New York.
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